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ABSTRACT 
This study pays attention to the comparison of implicit characterisation between isiZulu 
folktales and short stories. The research makes this comparison particularly with 
regard to the use of dialogue and action to reveal personality traits and physical 
appearance.  
The first chapter provides the background of the topic. Studies conducted on folktales 
and short stories are reviewed to establish what other scholars have concluded about 
them. It discusses the aims of the study, significance of the study, scope of the study 
and research methodology. Definitions of the key terms and literature review are also 
covered. 
The second chapter focuses on the theoretical framework that underpins this study. It 
discusses the relevance of stylistics in this study and also provides a detailed 
discussion of literary theory, the concept of stylistics, historical background, 
assumptions, stylistics and fiction, and concludes by comparing the stylistic application 
in folktales and short stories. 
The third chapter discusses dialogue as a means of characterisation in folktales and 
short stories. The definition of the concept of dialogue initiates the chapter, followed 
by dialogue that reveals personality and then dialogue that reveals physical 
appearance in both genres. A comparison of the use of dialogue to reveal personality 
and physical appearance comes before the conclusion, which outlines the findings. 
The fourth chapter discusses action in folktales and short stories, dwelling more on 
how it is used to reveal characters in both genres. A comparative analysis of how 
action is employed in both genres is done. The definition of the concept of action 
initiates the chapter, followed by actions that reveal personality and the actions that 
reveal physical appearance in both genres. A comparison of the use of actions to 
reveal personality traits and physical appearance comes before the chapter is 
concluded. 
The fifth chapter is the general conclusion of the study. It provides the summary of the 
study, research findings, observations and recommendations for further research. 
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CHAPTER ONE 
GENERAL INTRODUCTION 
1.1. Preamble  
African languages narrative prose works may be divided into two major categories. 
These categories are traditional (oral) narratives and modern narratives. Traditional 
narratives include folktales, myths, fables, and legends while modern narratives 
include the novel (in its different sizes) and short stories. Traditional and modern 
narratives have points of similarities and differences, especially with regard to plot 
structure, characterisation, setting, style, and theme. Folktales and short stories, in 
particular, which are short forms of narratives, clearly display these similarities and 
differences. Characterisation forms part of the structural and stylistic components of 
literature. It is often designed to contribute to the aesthetic nature of the story. It also 
determines whether the story is believable or not. In reality, not everything that people 
do is a characteristic of them, but that is possible in a literary work of art (Small, 2014: 
67). In essence, a character can be judged through thoughts, dialogue, and actions. 
Lukeman (2002: 1-25) identifies two spheres that can be demonstrated by the aspects 
of characterisation, which are the inner life and outer life of a character. He clarifies 
the inner life as the characters’ personality and outer life as the characters' physical 
appearance.  
This chapter discusses the aims of the study, significance of the study, research 
methodology, scope of the study and literature review. Definitions of the key terms are 
also covered. 
1.2. Aims of the study 
Research is about acquiring knowledge and develop understanding. Collecting facts 
and interpreting them to create a better picture of the world, is vital for strengthening 
the relationship between the world and those who live in it. It is fairly obvious then that 
one should hold a view on what knowledge is and how one can make sense of one’s 
surroundings. These views will be based on the philosophical stance that one takes 
(Walliman, 2012: 15).  
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This study pays attention to the comparison of implicit characterisation between isiZulu 
folktales and short stories, with special reference to the collection of folktales by N.N. 
Canonici in Izinganekwane: An Anthology of Zulu Folktales (1995) and D.B.Z. Ntuli’s 
short stories contained in Uthingo Lwenkosazana (1978). The works of these authors 
are chosen as they display clear and extensive instances of similarities and 
differences.  
The research makes this comparison particularly with regard to the use of dialogue 
and action to reveal the personality traits and physical appearance of characters, as 
these aspects are more clearly depicted than other elements. The artistic presentation 
of this aspect points to the skill of the narrators in creating miniature worlds in their 
literary works. It also determines the level at which the reader identifies with the events 
in the tales. It further enhances the standard of the narratives and their relevance to 
society. This study then determines which of these aspects apply to the inclusion of 
characterisation, as this is comparably studied in the folktale and short story works 
mentioned above. It also establishes similar and different ways in which these aspects 
are presented in the two genres. This aim is achieved by considering the following 
objectives:     
1. To examine style in folktales and short stories. 
2. To examine implicit characterisation in both genres. 
3. To examine similarities and differences in the implicit characterisation of 
folktales and short stories found in the aforementioned texts.  
1.3. Significance of the study  
While folktales and short stories are comparable genres in terms of the aspects 
mentioned under 1.2 above, so far no academic analysis has been conducted 
revealing such a comparison. Some research works that have been done focus on the 
influence of folktales on the novel. For instance, Msimang (1983) conducted a master’s 
study titled Folktale Influence on the Zulu Novel. Oscar (2008) conducted a master's 
dissertation titled Folktale Influence on the Shona Novel. Mtumane (1995: 28-40) 
incorporates a section on traditional influences on the Xhosa novel, where the 
influence of folktales is considered. Although Khathi (1991) makes a comparison of 
short stories and folktales, this is very scanty as it forms part of the concluding section 
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of his dissertation titled Some Structural and Contextual Aspects of W.M.B. Mkhize's 
Short Stories. It is this scarcity of studies comparing folktales and short stories that 
calls for the undertaking of this discourse. 
This research focuses on the said works of N.N. Canonici and D.B.Z. Ntuli. It aims to 
contribute immensely towards the analysis of isiZulu literature, in particular, and 
African literature in general. It is a means of closing the lacuna that exists in the study 
of this literature.  
1.4. Research methodology 
Research methodology outlines how data is collected and presented. Kumar (2014: 
15) suggests: “Research methodology provides you with the techniques to find 
answers to your research questions.” This statement reflects the truth that it is 
impossible to conduct research without methodology. The common methods in 
research are the qualitative and quantitative designs. Walliman (2011: 71) defines 
these two methods as: "Qualitative research depends on a careful definition of the 
meaning of words and quantitative data can be mathematically analysed and it is 
usually expressed in numbers". In consideration of the above statement, this study will 
adopt the qualitative method as it aims to present the findings in words, which is the 
total opposite of the quantitative method that presents findings in figures. The 
similarities and differences will be presented in words and not in figures, unless a figure 
is the only available option for clarification. To validate the points to be raised in this 
research work, library sources such as books, dissertations, and journals will be used 
as sources of data. Online sources are also no exception.  
Gitelman (2013: 15) states: “Data is anything but raw, we shouldn’t think of data as a 
natural resource but as a cultural one that needs to be generated, protected and 
interpreted.” Walliman (2011: 72) adds: 
Data are also divided into two other categories, referring not to their 
source but to their characteristics; basically, whether they can be 
reduced to numbers or presented only in words. This affects the way that 
they are collected, recorded and analysed. 
In essence, the collected data will be employed during the analysis of folktales and 
short stories in this comparative study, which is a process in line with Walliman’s 
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(2011: 78) comment: “Secondary data can also be used to compare with primary data 
you may have collected, in order to triangulate the findings and put your data into a 
larger context.” 
1.5. Scope of the study 
This work is divided into five chapters as follows: 
Chapter One: General Introduction  
This chapter provides the background of the topic. Studies conducted on folktales and 
short stories are reviewed to establish what other scholars have concluded about 
them. It discusses the aims of the study, significance of the study, scope of the study 
and research methodology. Definitions of the key terms and literature review are also 
covered. 
Chapter Two: Theoretical Framework 
This chapter focuses on the theoretical framework that underpins this study. It 
discusses the relevance of stylistics in the study and also provides a detailed 
discussion of literary theory, the concept of stylistics, historical background, 
assumptions, stylistics and fiction, and concludes by comparing the stylistic application 
in folktales and short stories. 
Chapter Three: Dialogue  
The third chapter discusses dialogue as the means of characterisation in folktales and 
short stories. The definition of the concept of dialogue initiates the chapter, followed 
by dialogue that reveals personality and then dialogue that reveals physical 
appearance in both genres. A comparison of the use of dialogue to reveal personality 
and physical appearance comes before the conclusion which outlines the findings. 
Chapter Four: Actions 
The fourth chapter discusses action in folktales and short stories, dwelling more on 
how it is used to reveal characters in both genres. A comparative analysis of how 
action is employed in these genres is done. The definition of the concept of action 
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initiates the chapter, followed by actions that reveal personality and actions that 
reveals physical appearance in both genres. A comparison of the use of action to 
reveal personality and physical appearance comes before the chapter is concluded. 
Chapter Five: General Conclusion  
The fifth chapter is the general conclusion of the study. It provides the summary of the 
study, research findings, observations and recommendations for further research. 
1.6. Literature review 
Every research work becomes an input to the bulk of findings that have been made by 
other scholars. Walliman (2011: 78) elaborates:  
All research studies require secondary data for the background of the 
study. You will inevitably need to ascertain what the context of your 
research question/problem is, and also get an idea of the current 
theories and ideas. 
As far as Walliman’s words are concerned, a new contribution then must close a gap 
that is left in the study of a particular field. This section then tabulates some works that 
have been conducted in the fields of folktales and short stories.   
Zulu (2003: 169) suggests that a good approach and critical thought need to be 
developed in order to promote the short story's existence and in order for it to compete 
with other genres. As far as this statement is concerned, there is a lot that needs to be 
done in relation to short stories, even though this study focuses on short stories and 
folktales. Most scholars, who have conducted analyses of literary works, make their 
contributions specifically grounded on the novel and drama, as a result short stories 
have had less attention compared to other genres.  
Walliman (2011: 22) comments: 
The researcher encounters a world already interpreted and his/her job is 
to reveal this according to the meanings created by humans rather than 
to discover universal laws. Therefore, there can be more than one 
perspective and interpretation of a phenomenon. 
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In line with these comments, scholars who have discussed short stories focus on their 
content without comparing them with other genres. For instance, Zulu (2003) has a 
thesis titled: A comparative study of short stories by W.M.B. Mkhize and M.J. Mngadi 
with special reference to exposition, characterisation, style, and themes. Although this 
is a comparative study, it does not compare short stories with any other genre, as the 
current research does. While the comparison in Zulu's work does happen, it is within 
the same genre, which is short stories. 
Ndebele’s (2007) dissertation titled: A narratological analysis of two Zulu novels 
examines the narratological aspects in the novels; Kungasa Ngifile (2000) and 
Kuxolelwa Abanjani? (2002). In this dissertation, these works are compared in an effort 
to draw some conclusions as to how they deal with narratological aspects. This study 
compares two novels not two genres like the current study. 
Yantolo-Sotyelelwa’s (2006) dissertation entitled: The portrayal of characters through 
dialogue and action in isiXhosa drama:  dramatic and cultural perspectives, 
incorporates a chapter that discusses the portrayal of characters in selected Xhosa 
drama. This study observes how dialogue and action portrays female characters as 
minor characters compared to male ones. Even though this study has comparison, its 
comparison is grounded on single genre which is drama, unlike the current one that 
compares characterisation in folktales and short stories.  
Canonici (1985) studies isiZulu folktales and focuses on the Igoda series by C.L.S. 
Nyembezi. The purpose of his study is “to study how C.L.S. Nyembezi made use of 
traditional Zulu folktales in the Igoda series” (Canonici, 1985: 43). 
Kganyago (2000) contributed his thesis titled: The style and structure of Setswana 
folktales. His study examines the structure and style of Setswana folktales. In this 
thesis, there is no comparison of genres and it does not study isiZulu folktales.   
Khoza (2006) contributed to Xitsonga prose narrative analysis with a thesis that 
examines characterisation in folktales. Again, her study has no comparison and it does 
not consider isiZulu folktales.   
Masuku (2005) contributed to Zulu folklore by analysing the oppression of women in 
Zulu folklore. Chapter three of her study observes the role of women in folktales and 
has no comparison with other genres.  
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Mota (2009) also contributed to folktale analysis, where he comments:  
The purpose of this study is to answer the following questions: What has 
been the role of folktales in the building of personality in the Lunda-
Cokwe community? What is the relationship between folktales and 
development?       
(Mota, 2009: 10)  
This study analyses folktale but has no comparison, which makes it different from the 
aim of the current study.  
Msimang (1983) also presented a dissertation titled: The folktales influence on the 
Zulu novel. Msimang's dissertation is about two genres, which are folktales and the 
novel. Again, short stories are excluded from this dissertation, while the current study 
includes short stories and the novel is excluded. 
Serekoane (2006) discusses the trickster characters and trickster tales in Tswana 
folktales. Her contribution has no comparison and it is grounded on a single genre, 
which is folktales.  
Zhou (2013) conducted a comparative study of folklore between Chines and Western 
cultures. IsiZulu folktales are not part of his study.  
Mabuza’s (2000) thesis focuses on Ntuli’s stylistic techniques in the writing of short 
stories. In this study, Mabuza incorporates short stories and radio plays. It is unlike 
this study which considers short stories and folktales. 
Mncube (2006) discusses Ntuli’s contemplation of weather with the aim of symbolising 
a certain context in his literary works. He does not focus on short stories only. He 
observes a number of literary works contributed by Ntuli, which are modern fiction. 
Even though his (Mncube) study observes different genres, it has no comparison 
between these genres.  
Shezi (2001) observes the relationship between culture and character portrayal. Her 
reference is based on the short story titled ‘Iphasika’, from the same volume by Ntuli, 
as the one used for the current study. Shezi’s study has no comparison and it is 
grounded on a single genre and a single short story. 
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Strachan’s (1990) article titled, ‘Time in Ntuli’s short stories with special reference to 
Uthingo lwenkosazana’, focuses on the structure of the short story, where he mentions 
that a short story consists of the "story", "text" and "narration" (Strachan 1990: 99). 
Strachan again focuses on one genre which is the short story, while the current study 
compares two genres. 
Zengethwa (2014) contributed to short story analysis, where chapter two of his study 
has a minor comparison. He compares longer genres, shorter genres, drama, and 
poetry with short stories but his study aims “to provide an analytic description of the 
most important aspects of the short story, such as narrative style, plot structure, 
theme, and characterisation” (Zengethwa, 2014: 1). The current study is entirely about 
characterisation and Zengethwa covers characterisation in only one chapter.  
Gumede (2002) contributed on Zulu literature where he examines the portrayal of 
female characters in selected Zulu texts. When he observes the portrayal of female 
characters he also considers how they are characterised or presented by the author, 
which makes his study focus on characterisation. His study has little comparison 
where female characters are compared to male ones. Even though there is this 
comparison the current study is different from the latter as it compares two different 
genres not characters.    
Chapter two of the current study incorporates stylistics as the theoretical framework to 
be used to accomplish the aim of the study. There are scholars who contributed 
towards stylistics approach. Some try to analyse it while others incorporate it in their 
literary works. Semino (2002) is one of them. He Introduces her article as follows:  
In this paper I focus on the use of linguistic variation in poetry, and 
demonstrate the usefulness of stylistic analysis in investigating the 
nature and potential effects of such variation in a particular poem… In 
the rest of this section I provide a brief overview of the stylistics literature 
on style variation in poetry… My aims are (i) to show how the poem 
conveys the impression of different language varieties, and (ii) to explain 
some of the potential effects of the text as a whole.  
(Semino, 2002: 28) 
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This introduction puts it clear that the focus of the above scholar is on stylistics in 
poetry, not in short stories and folktales, which are the genres covered in this study. 
Jensen (2005) discusses the stylistics of poetry, he explains how poets play with 
language in a poem. He reviews the work of different authors without making any 
comparison.  
Urbanova (2005) makes an attempt at surveying some of the key features generally 
associated with the concept of style. Factors determining the use of language, such 
as variation, distinctiveness and choice, are questioned against the diverse concepts 
of stylistics and style current in British and Czech literature on the subject. 
Watson and Zyngier (2007) contributed a book titled, Literature and stylistics for 
language learners. They examine stylistics in literature. The book aims to “Investigate 
the value of stylistics in educational situations where learners are reading, discussing 
and re-working texts in an ‘additional’ language” (Watson and Zyngier, 2007: 3) 
Murtuza and Qasmi (2013) article entitled: ‘An overview of traditional and linguistic 
approaches’ studies two approaches towards style. The first one is traditional 
approach to stylistics, the second one is linguistic approach to stylistics. It aims to look 
at the inadequacy of the traditional approach though it definitely provides a basis for 
the later development of objective approach towards style known as stylistics. 
Zyngier (2001) has input on stylistics as his paper discusses the different approaches 
to stylistics, here regarded as the cutting edge in literary-linguistic enquiry, and 
presents the possible benefits of a contextualized stylistics to the teaching of literature. 
Zyngier focuses on stylistics without making references to literary works like the 
current study. 
Khattak, Mehnaz and Khattak (2012) explore the role of stylistics in interpreting 
literature. They state that stylistics plays a key role in understanding and interpreting 
literature. Their study includes opinions of different critics and scholars regarding 
stylistics. In their conclusion they state that: “stylistics critics have comprehensive 
methodology as well as descriptive tools for investigating the text. It moves through 
lexical to grammatical and to semantic realm of a literary text.”  (Khattak, Mehnaz and 
Khattak, 2012: 101) 
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Tarrayo’s (2014) article is an attempt that closely examines the place of stylistics in 
literary interpretation. The writer believes that language alone leads to a mechanical 
(or soulless) interpretation of a literary text, and that a literary criticism solely based on 
the critic’s intuition does not hold much water. 
Kristek’s (1999) study is a comparison, however it does not compare genres but the 
discussion of style by Czech and British scholars.  
Stockwell’s (2006) article entitle, ‘Language and literature’ observes the influence of 
language in literature as the results of stylistics approach. Then history of stylistics, 
which is also covered in 2.4 of the current study, is also covered in this article. 
However, the aim of discussing the history of stylistics is different, Stockwell reflects 
on how it was developed with an aim of proving how it relates to literature. The current 
study discusses it to justify it as a relevant approach to the study.  
Wibowo (2015) utilises stylistics to explore the uniqueness and the speciality of the 
language use exerted by Ki Padmasusastra in his literary works. Ki Padmasusastra 
was a famous author after the age of Javanese poets. His contribution to the progress 
of Javanese language, literary works, and culture was considerable.  
Bradford’s (1997) book titled, Style discusses the aims and methods of stylistics. Part 
I of it focuses upon the tension between stylistics as a purely literary-critical discipline, 
its function in defining literature as an art form (textualism) and its operations within 
the broader field of structuralism and social studies (contextualism). Part II of it re-
examines what the relationship between literary style and historical context is? Part III 
is a detailed study of two issues that feature in the margins of Parts I and II. ‘Gender 
and Evaluation’ will be concerned with the way in which the twin elements of feminist 
criticism and women writers relate to stylistics. (Bradford, 1997: xii). In this book, there 
are some few references sourced from poetry and novel and there is no comparison, 
which make this book different from the current study which compares the implicit 
characterisation between short stories and folktales. 
Mode (2015) contributed to stylistics with his article entitled: ‘The ABC of stylistics’.  
This article examines the concept of stylistics, its roots and categories. The term 
gained prominence in the 1960s and continues to flourish till date. It is a term that 
features in both literary and non-literary writings. (Mode, 2015: 13) 
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This study is different from studies that were contributed before, as it is grounded 
within two genres that were never discussed simultaneously before. It aims to clarify 
the edges in characterisation between folktales and short stories so that the 
identification of these genres will be clear. 
1.7. Definition of key concepts  
The topic at hand needs to be broken down into its constituent parts in order to 
examine it. Current-Garcia and Patrick (1961: 56) comment: “A definition is a 
dangerous thing, the more vital and growing and resilient a thing is, the more difficult 
to fence it about, to fix its limitations by statute.” Walliman (2011: 68) elaborates: 
“Concepts should be clearly defined so that they can be understood in the same way 
by everyone.” This enlightens that concepts are used for different purposes, their 
meaning depends on the context and discipline. It is for this reason that key concepts 
are defined in this subsection. 
The key concepts in this study are comparative criticism, characterisation, personality, 
and physical appearance, folktale and short story. Other key concepts which are not 
covered in this section are theory, dialogue, and action which are defined in their 
respective chapters.     
1.7.1. Comparative criticism  
The concept ‘comparative’ is an adjective derived from the noun ‘comparison’. Felski 
and Friedman (2013: 131) define comparison as “a triangular business, including at 
least two entities to be compared, plus the subject performing the comparison. It is a 
field of investigation into the neurology of cognition”. Samuel (2014: 45) answers the 
question why comparison: “The goals of comparison as a science are to know the 
differences existing between two or more models, and to contribute to knowledge of 
these models. It reveals to us certain details of the different models under 
consideration.” Felski and Friedman (2013: 2) further state: “Comparison is a mode of 
thinking, an analogical form of human cognition, that seems fundamental to human 
understanding and creativity, and that depends upon the principles of relation and 
differentiation.” In consideration of the above scholars, comparison refers to the 
identification of similarities and differences between two or more phenomena with the 
aim of expanding existing knowledge. 
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1.7.2. Characterisation 
Fiction mostly relies on imagined people to make the story meaningful. Those 
imagined people are called characters. Childs and Fowler (2006: 23) define character 
as: “The fictional representation of a person.” An artist applies various techniques to 
create convincing characters, that whole process is called characterisation. Msimang 
(1983: 99) defines characterisation as  
The sum total of techniques employed by an artist in presenting 
characters in a literary work of art so that characters are perceived by 
the audience/reader as persons with moral and dispositional as well as 
physical qualities.  
This caption emphasises the audience’s perception of characters which are displayed 
in fiction. If the reader perceives characters as real, that would mean that those 
characters are well characterised. Shezi (2001: 12) elaborates:  
Characterisation is the writer's way of delineating people's participation 
in the story. It is through the art of character depiction that the reader 
can acquire knowledge of what is going on in the minds of the characters 
by means of what they do, say or the way they respond to situations. 
The ideas and experiences of the author are, in this way, revealed 
through characters. 
Childs and Fowler (2006: 52) add: 
Characterisation is the representation of persons in narrative and 
dramatic works. This may include direct methods like the attribution of 
qualities in description or commentary, and indirect (or dramatic) 
methods inviting readers to infer qualities from characters’ actions, 
speech, or appearance.  
The definition of characterisation can be summed up as the way in which characters 
are presented in a text, considering how they engage in dialogue, interact and how 
they deal with conflicts. Characterisation is a process of creating a connection between 
the reader and the character in a fictional work. It is one of the most important aspects 
of a story and, if the author fails to construct characters, the story remains 
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uninteresting. In fiction, this is crucial because it enhances the reader's ability to 
criticise and determine the character's personality and physical traits.  
Zulu (2003: 65) states: “Characterisation gives an explanation as to the way in which 
a person or reader could get to know a character which is usually done through what 
he says and does.” Therefore, characterisation may be defined as a process of 
bringing characters to life in order to convince the reader to perceive them as real 
human beings. If the author fails to construct his characters, the reader will not enjoy 
the story. The process of characterisation can be in the form of description or 
revelation/showing, using aspects of characterisation.  Rimmon-Kenan (2003: 61-65) 
enumerates actions, speech, environment, external appearance as aspects of 
characterisation. Msimang (1983: 100) adds thoughts in his comment: “We do not only 
see the character doing things or hear him saying things but we are introduced into 
his very psyche so that we may know what he thinks or feels.” Macauley and Lanning 
(1964: 63) conceptualise aspect of characterisation as the conventional methods of 
characterisation and they add “Movements, gestures, mannerisms, habits, behaviour 
toward others, attitude toward self, attitude of others toward the character, physical 
surroundings, past and fringe techniques such as names and figures of speech.”  
According to Shezi (2001: 14), a classic but still useful distinction between two basic 
ways of creating characters is through telling and showing. The system of describing 
and showing the characters is conceptualised as the direct method of character 
portrayal and the dramatic (indirect) method of character portrayal respectively. 
Msimang (1983: 100) remarks: “There are many methods and techniques of character 
portrayal but in the final analysis they may all be divided into two broad divisions, 
namely, the direct method of characterisation and indirect method of characterisation.” 
Rimmon-Kenan (2003: 59) supports Msimang’s comment as: “There are two basic 
types of textual indicators of character: direct definition and indirect presentation.” 
There are various concepts that can be used to conceptualise these two methods of 
character portrayal but that does not mean that the meaning is non-identical. Khathi 
(1991: 55) comments that the direct method "may also be called the expository method 
while others prefer to call it the discursive method." Shezi (2001: 14) uses ‘implicit’ to 
refer to the indirect method and explicit method referring to the direct method. Ndebele 
(2007: 33) comments that the indirect method is popularly known as the dramatic 
method of character portrayal.  
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Although the above scholars use various words referring to these methods, the 
connotation remains the same. Character portrayal methods are ways in which 
characters are expressed in fiction. This study adopts ‘implicit' and ‘explicit' as 
concepts to be used to refer to these two methods of character portrayal. These 
concepts refer to ‘showing' and ‘telling' respectively. Implicit is defined in the next part 
of this section. Explicit is briefly defined as it is not part of this study. 
1.7.2.1. The implicit method of character portrayal 
Implicit generally refers to something that is not expressed directly and the decoder 
has to analyse the statement presented to get its exact meaning.  According to 
Brandom (1994: 78), implicit relies on representatives to express meaning and those 
representatives can be divided into two, which are representational attitude (how 
things are taken to be by what is treated as a representation) and representational 
status (how things actually are, which determines the success or correctness of that 
attitude). “What is implicit in some other cultures has become an explicit part of our 
own. At the same time, we can also bring to bear a tradition of explicit analysis” 
(Douglas, 1999: 147). The above scholars look at the way in which meaning is 
portrayed. The reader needs to incorporate his or her experiences to understand what 
is meant by the representatives. Moreover, the interpretation might vary due to 
different experiences contemplated to analyse what is considered as implicit.  
“Implicit method names the trait by an adjective, an abstract noun or possibly some 
other kind of noun or part of speech” (Rimmon-Kenan, 2003: 59). Msimang (1983: 
100) comments: “In this method the author does not tell us about his characters, he 
shows them to us.” This depicts that what is done by a character, depicts his/her 
personality or physical appearance. Rimmon-Kenan (Op cit.) adds: “Implicit method 
does not mention the traits but displays and exemplifies them in various ways, leaving 
to the reader the task of inferring the quality they imply." Therefore, the reader uses 
the information provided through dialogue, actions, and thoughts to form his opinion 
about the character. Which means that the implicit method refers to the indirect 
presentation of an object. “In ‘showing', the author simply presents the characters 
talking and acting, and leaves it entirely up to the reader to infer the motives and 
dispositions that lie behind what they say and do” (Abrams and Harpham, 2012: 47). 
Auger (2010: 47) agrees with Abrams and Harpham in his comment: "Showing means 
allowing description, action, dialogue and sometimes narration to create the 
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unobtrusive impression of a character". Abrams and Harpham (Op cit.) elaborate: "The 
author may show not only external speech and actions, but also the character's inner 
thoughts, feelings, and responsiveness to events."  
Character showing is a popular technique of implicit character portrayal, however, it is 
not the only technique that can be used to dramatically depict a character's personality 
or physical appearance. According to Shezi (2003: vii) “naming” as a characterisation 
technique is seen as a typical Zulu characterisation device, which resorts under the 
indirect (implicit) method. Jannidis, Lauer, Martinez and Winko (2010: 37) diverge from 
Shezi’s statement when they say: “Telling names are characterisation devices that 
appear on a graded scale between the two poles of direct characterisation on the one 
hand, and indirect characterisation on the other.” Rimmon-Kanan (2003: 68) 
elaborates: "The name represents the main trait(s) of a character: pride, lust, 
goodman". This reflects the fact that character naming is also a characterisation 
technique and it falls under both methods of characterisation, depending on the motive 
behind the name of a character and how useful that motive is, which needs to be 
discovered by the reader through linking the name with the content of the fiction. Based 
on the comments of the above scholars, implicit method of character portrayal can be 
contemplated as follows:  
 Through showing a character to the reader and the reader has to discover anything 
that will reveal the character’s physical appearance and personality. To illustrate, 
the author can introduce a character like: ‘He looks at his gold watch and smiles, 
his gold teeth peep through his mouth. He touches ‘Gucci’ logo on his shirt.’ 
The author here narrates the actions of the character but these actions may reveal 
that this character is rich as he wears expensive clothes and accessories. In this 
regard, the character is shown doing something and his physical appearance is 
depicted. 
 Through character naming, this is another method that the reader can use to know 
the character. However, some character names might simply describe a character 
such as ‘Security guard or the Policeman'. In that case, it falls under the explicit 
method but if the reader has something to discover about a character’s name, then 
that name falls under the implicit method. To illustrate, a character can be assigned 
a name "Mthembeni” (Trust-him). This name orders people to trust the one who is 
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associated with the name. If that character appears in a story demanding trust or 
being trusted, his name will automatically qualify his or her traits. 
In the implicit method, the reader has to discover more and more about the character's 
personality and physical appearance. The implicit method is less used in folktales yet 
it is normally used in short stories. That is further examined in chapters three and four 
respectively.  
1.7.2.2. The explicit method of character portrayal 
Explicit refers to clearly expressed comments which do not require analysis to be 
understood. Brandom (1994: xviii) concurs with this idea in his comments: "To express 
something is to make it explicit. What is explicit in the fundamental sense has a 
propositional content - the content of a claim, judgment or belief, no analysis required.” 
This elucidates that what is considered as explicit is anything that is apparent and 
plain, which needs less efforts to be understood.   
Some scholars, such as Msimang (1983: 100), conceptualise explicit method of 
character portrayal as ‘telling'. Auger (2010: 47) comments that: "Telling involves a 
direct introduction to characters, often with these comments from the narrator about 
their personality." Abrams and Harpham (2012: 47) add: "In ‘telling', the author 
intervenes authoritatively in order to describe, and often evaluate, the motives and 
dispositional qualities of the characters". Khoza (2006: 48) concurs with the above 
scholars when she says:  
In this method, the artist gives a description of his characters. When 
using the direct method, the narrator may describe his characters by 
telling the audience/ listeners or readers how and what his characters 
are feeling and thinking. 
Msimang (Op cit.) defines this method as: “Here, the artist himself describes his 
characters, he tells you what they look like, physically, what they think and how they 
feel.” Oscar (2008: 89) assembles the above definitions:  
In this method, the artist describes or comments about a character. The 
artist says what a character looks like physically and how and what a 
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character feels and thinks. There will be nothing to hide to the reader 
and nothing for the reader to discover. 
Msimang (Op cit.) comments: "It often happens that the author uses one of his 
characters to be his spokesperson." Since the author knows everything about his or 
her characters, he can put words in one of his characters that will describe another 
character. Moreover, he can also use a monologue or soliloquy to describe a 
character. Kenny (1966: 34) remarks that the direct (explicit) method of 
characterisation can occur in three ways such as follows:   
 Self-analysis 
 Explicit description from the author 
 Description given by other characters   
Kenny outlines the techniques that can be used by the author to describe characters. 
Explicit method of character portrayal can be found in both modern and traditional 
fiction, short story and folktale in particular.  
As far as the above scholars are considered, explicit method is the opposite of implicit 
method. If an author fails to show his or her characters, the other option he/she can 
use is to tell or describe them to the reader so that the reader will perceive those 
characters as life-like human beings. Explicit refers to any expression that is perceived 
as it is without alteration. What is stated in an explicit way can be decoded by so many 
people with a similar perception?  Which means ideas that are expressed in an explicit 
way should be taken as they are, they don't need to be augmented or analysed.  
1.7.2.3. Personality 
Personality is all about what differentiates someone from others. Maddi (2001: 8) 
defines personality as:  
A stable set of tendencies and characteristics that determine those 
commonalities and differences in people’s psychological behaviour 
(thoughts, feelings, and actions) that have continuity in time and that may 
not be easily understood as the sole result of the social and biological 
pressures of the moment. 
 
18 
 
 Worchel and Byrne (1964: 2) comment: “What is called personality maintains its 
character despite circumstances.” Bhuyan (2007: 1) compares personality with virtue 
ethics and comments: “the moral matter in virtue ethics is not only what sort of action 
we ought to do but also what kind of person we ought to be. Virtues are strengths of 
character that enable people to flourish as a complete moral individual.” Corr and 
Mathews (2009: 3) observe:  
Definitions of personality highlight the distinct concerns of each 
perspective. Personality refers to that which permits a prediction of what 
a person will do in a given situation, a personality trait as that ‘which 
defines what a person will do when faced with a defined situation. 
The above definitions put it clear that personality is observed or judged through actions 
and decision making. This means what one does, including speaking and response to 
certain situations, determines his or her personality. Balton, Daniels, Virasary and van 
Heerden. (2013: 165) add: "Each character needs a persona that helps to develop the 
play (fiction) in the style.” Macauley and Lanning (1964: 72) elaborate: “A fundamental 
rule of fiction that is worth emphasizing several times is that each character should 
express his personality in what he says.”  
There is a relationship between personality and morals. Society combine their 
personalities to produce morals. Morals can be shared in a certain area while 
personality cannot be shared or be the same, each person has a different personality. 
In fiction, the reader needs to determine a character’s personality, using the traits that 
are implicitly and explicitly presented by the author.  
1.7.2.3. Physical appearance 
It is crucial to observe the meaning of each of the two combined concepts before they 
are defined as a single term. Physical refers to anything that is connected to one’s 
body and appearance refers to the outlook of an object. Therefore, physical 
appearance refers to one’s outlook. According to Gule (1996: 145), physical 
appearance of characters refers to information provided by the author concerning the 
appearance of a character from a semiotic perspective, the clothing, etc. One’s 
appearance tells how that person should be addressed. Shezi (2001: 33) comments: 
“There is a relationship between external appearance and character traits, that 
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relationship has remained a powerful resource in the hands of writers.” This 
perspective enhances the reader’s ability to imagine how the character looks like.  
1.7.3. Short story 
Many scholars regard a short story as the most difficult of the prose forms, because 
of its terseness or frugality in the use of words. This emanates from the epithet 'short', 
which is quite misleading and difficult to define (Zulu, 2003: 12). According to Baldick 
(2001: 244), story refers more specifically to the sequence of imagined events that are 
reconstructed from the actual arrangement of a narrative. The word ‘short’ interprets 
something that is briefly stated or presented. And the word ‘story’ refers to the narration 
of events performed by characters in a certain setting, it can be real or fictional. Burke 
(2014: 50) elaborates: “Stories are made up of actions, events, going-on and the like. 
In order for a story to make sense, these salient aspects need to cohere both 
grammatically and pragmatically.” “A short story is a brief, imaginative narrative, 
unfolding a single predominating incident and single chief character, it contains a plot, 
the details of which are so compressed, and the whole treatment so organised, as to 
produce a single impression” (Current-Garcia and Patrick, 1961: 56). Mncube (2006: 
15) points out that:   
The most important characteristic of a short story is that it concentrates 
on a single character, in a single moment, event, incident but the number 
of characters should be at most five. No opportunity is given for the 
characters to develop, even the main character. 
This comment enlightens that a short story has a very tight plot, which makes it 
possible for one to read and complete in one sitting. Mncube emphasises that the short 
story focuses on a single incident of the story and neglects other characteristics of a 
story such as character development and other incidents which are the result of the 
main incidents. Shezi (2001: 7) elaborates: “The main aspect of a short story is that it 
is a matter of a single effect, which is communicated in a single meaningful episode 
or scene.” Zulu (2003: 14) adds: “The short story is a story that is short in terms of its 
length.” Zengethwa (2014: 15) concludes: "Definitions of the short story emphasize 
the briefness of the short story in comparison with the longer genres such as the novel, 
epic, saga, and romance." Krone and Mattson (2015: 1) comment:  
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Most people agree that it is a brief work of fiction that explores one major 
conflict in a limited setting. Unlike novels, short stories have a small cast 
of characters, at least one of whom will arrive at the end of the story 
altered by the events of the plot. 
Baldick (2001: 236) defines a short story as “a fictional prose tale of no specified 
length, but too short to be published as a volume on its own. A short story will normally 
concentrate on a single event with only one or two characters.” Mncube (2006: 15) 
comes with a broad definition that wraps up other scholars’ definitions:  
A short story is a type of prose text that possesses limited characters, 
one location, limited time span and a small number of words.  A short 
story is literally short. Everything in it is brief. Here it is evident that a 
short story contains some dramatic elements because it includes some 
brief dialogue and action.   
In conclusion, a short story can be defined as the oral or written narration of a single 
event with a limited number of characters in a limited setting. It consists of seven 
characteristics:   
 A single predominating incident 
 A single preeminent character 
 Imagination  
 Plot 
 Compression 
 Organisation 
 Unity of impression  
(Current-Garcia and Patrick, 1961: 56)  
1.7.4. Folktale  
Baldick (2001: 99) defines a folktale as “a story passed on by word of mouth rather 
than by writing, and thus partly modified by successive re-telling before being written 
down or recorded.” According to Khoza (2006: 8) and Serekoane (1996: 1), a folktale 
is part of folklore. Canonici (1985: 26) states that: “In 1846 William Thoms introduced 
 
21 
 
the word 'folklore' to the English language; since then, researchers and scholars have 
tried to define it by clarifying the field of folklore studies.” Kganyango (2000: 2) 
comments: “By this term, Thoms meant the lore of the people. He viewed folklore more 
as lore than literature.” Canonici (1985: 27) elaborates: “the term ‘folk’ refers to the 
group of people sharing similar norms and ‘lore’ refers to traditions which are orally 
transmitted.” Masuku (2005: 8) adds: 
Folklore has no individual ownership and authorship since it is passed 
down verbatim from memory throughout the centuries. It means 
literature delivered by word of mouth. It is those utterances, whether 
spoken, recited or sung, whose composition and performance exhibit 
appreciable characteristics of accurate observation, vivid imagination 
and unusual expressions. 
A lot has been identified under the concept of folklore. Kganyango (2000: 2 - 3) 
comments: "Folklore comprises of folk stories such as ballads, fairy tales, folktales, 
legends, and myths. But folklore also includes arts and crafts, dances, games, nursery 
rhymes, proverbs, riddles, and songs." This puts it clear that folklore is an umbrella 
concept that refers to many oral genres, including folktales. According to Canonici 
(1985: 33), Bascom proposes four functions of folklore: Folklore serves as a form of 
entertainment, it is a means of culture validation, folklore helps in educating the young 
and fosters uniformity. 
Kganyago (2000: 13) defines folktales as fictions that are not sacred but secular and 
have both human and animal characters. Bascom’s (1965: 4) definition concentrates 
on setting: "Folktales may be set at any time and any place, and in this sense, they 
are almost timeless and placeless." Mota (2009: 11) holds the point that: “Folktales 
are essentially modes of dramatic expressions utilising the voice, facial expression, 
song, dance, movements of the body and hands.” Msimang (1983: 22) defines 
folktales as traditional tales told primarily for entertainment. They are one genre of 
Zulu oral tradition quite distinct from oral poetry or episodes of tribal history. Masuku 
(2005: 11) observes definitions from other scholars in her comment: 
Both Msimang and Bascom's definitions of a folktale highlight the idea 
that folktales are told for amusement and are regarded as fiction. This is 
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not surprising since African groups do not distinguish between the 
various types of folk narratives. 
Khoza (2006: 8) comments: “In folktales, the character types are limited, and 
personification of good and evil, or heroes and villains is normally encountered.” 
To sum up, folktales can be defined as traditional fiction with limited character types 
who can be human or animals. It is expressed dramatically or in written form with the 
aim of entertaining, teaching morals and cultural norms or narrating history using the 
timeless and placeless settings.   
Canonici (1985: 44 - 46), Msimang (1983: 23) and Kganyango (2000: 9) point out that: 
"Based on Bascom's classification, prose narratives in African languages may be 
classified into three categories, namely; myth, legend and folktale." IsiZulu has one 
concept which is izinganekwane that is translated as folktales, regardless of whether 
it is myths, legends or folktales. Kganyago (2000: 7) witnesses that in his comment: 
“The term folktales may be used interchangeably with the term prose-narratives. The 
former may be used both in a broad sense and specific sense i.e. to denote specific 
genre and sub-genre.” Msimang (1983: 23) adds: "The classification of prose 
narratives is foreign in the Zulu language." This enlightens that western classification 
cannot overtake the local concept of izinganekwane as it is foreign to isiZulu language. 
Masuku (2005: 11) elaborates: “The term izinganekwane is used as a blanket term to 
indicate all the different kinds of stories.” Therefore, this study adopts the concept of 
folktale as a blanket term or in a broad sense that indicates all different kinds of 
traditional prose narratives. 
1.8. Conclusion  
This chapter has been the general introduction of the study. It discussed the aims of 
the study, the research methodology and outlined the scope of the study. The key 
concepts were also defined after the literature review. It is observed that in the study 
of the two genres, folktales have had more attention than short stories. The 
comparisons that were contributed before were based on novels and folktales.  
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CHAPTER TWO 
THEORETICAL FRAMEWORK 
2.1. Introduction  
This chapter focuses on the theoretical framework that underpins this study. It provides 
a detailed discussion of literary stylistics as the theory which the study is based on. It 
gives a brief background of literary theory, followed by the concept of stylistics, where 
the theory is defined. The historical background of stylistics is also covered before the 
assumptions are mentioned. The connection between stylistics and fiction is covered 
before the chapter is concluded. Although the study is conducted with stylistics as a 
theoretical framework, it is in the main, a deductive and evaluative cognition report.  
2.2. Literary Theory 
Each and every literary study requires a theoretical framework that will facilitate it from 
initiation up to the end. Thomas (2013: 5) states: “Theory is everywhere and it is a 
desire to understand what one is doing”. Abend (2008: 64) adds: “Theories are 
formulated to explain, predict and understand phenomena and, in many cases, to 
challenge and extend existing knowledge.”  
As far as the above scholars are concerned, a theory is applicable in any analysis, as 
a result, it is important to contemplate a theory in this study in order to accomplish its 
goal, which is to identify the similarities and differences between dramatic 
characterisation in folktales and short stories. Theory is all about questioning 
everything that exists in this world. It is used to expand the existing knowledge.  
Sunday (2014: 2) defines theory as "a model or framework for observation and 
understanding which shapes both what we see and how we see it." Therefore, a theory 
is like a plan for building a house, a study plan or weather updates. It analyses the 
present to predict the future and validate the wealth of that knowledge. No single 
approach is adequate, for literature is, by nature, irreducible to any sort of common 
measure (Swanepoel, 1990: 52).  
Sibiya (2001: 7) maintains: “There are many literary approaches in use today. Some 
are old; others have been developed recently. Each one of them is unique and not all 
 
24 
 
critical approaches fit all literary studies." In line with Sibiya’s comment, it is necessary 
to contemplate a theory in this research in order to produce a complete study.  
Everyone knows that different people will experience the same event differently. It 
follows, then, that different people will approach the same literary text differently. 
Eagleton (1996: 1) maintains: “If there is such a thing as literary theory, then it would 
seem obvious that there is something called literature which it is the theory of. We can 
begin, then, by raising the question: what is literature?”  
Cuddon (2013: 404) defines literature as:  
A broad term which usually denotes works which belong to the major 
genres: epic, drama, lyric, novel, short story, ode (qq.v.). Traditionally, if 
we describe something as ‘literature’, as opposed to anything else, the 
term carries with it qualitative connotations which imply that the work in 
question has superior qualities; that it is well above the ordinary run of 
written works. 
Ghazalah (1987: 4) defines literature as: “A specific function which is the 
representation of a world beyond itself. Literary works are regarded as representatives 
of something else, outside themselves and are not meant to be understood as 
standing for what they are.” Eagleton (Op cit.) elaborates: 
There have been various attempts to define literature. You can define it, 
for example, as 'imaginative' writing in the sense of fiction - writing which 
is not literally true. But even the briefest reflection on what people 
commonly include under the heading of literature suggests that this will 
not do. 
According to Tarroyo (2014: 99): "Through words, literature depicts different facets of 
life – something innate, unexpected, fresh, vibrant, subdued, gentle and sometimes 
cruel. These words live real or fantasy, in the purest of all possible ways." This 
statement declares literature as the mirror of the world. Gumede (2002: 2) elaborates:  
Literature is a mirror of society, and has the task of preparing the way 
for social re-thinking and therefore for social change. It is in fact the 
product of supposedly the best thinkers in society, be they poets, 
novelists or social commentators. While a text reflects the way people 
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generally think, the subtle reader should be able to discover the goal to 
which the writer intends to lead us; that is, while we read about the past, 
a good writer should be able to open our vision to what the future holds 
in store.  
Literature is language that is texted with the aim of conveying a message in a way that 
is more meaningful. It can be defined as the method of conveying a message in a 
creative and memorably convincing theory. Cuddon (2013: 170 -171) comments: 
The theory might be characterized as a systematic explanation of 
practice or a situation of practice in a broader framework; theory brings 
to light the motives behind our practice; it shows us the connection of 
practice to ideology, above all, theory shows us that practice is not 
something natural but is a specific historical construct. 
Literary theory assists in the evaluation of literature with the aim of achieving its 
uniqueness. “Literary theory,” sometimes designated “critical theory,” or “theory,” and 
now undergoing a transformation into “cultural theory” within the discipline of literary 
studies, can be understood as the set of concepts and intellectual assumptions on 
which rests the work of explaining or interpreting literary texts” (Brewton, 2006: 1). 
After engaging with literary theory, one can tell the type of genre one has studied. 
According to Grudzima (2010: 8), literary theory is formulated with different 
perspectives, actually, it is a phenomenon that one uses in text analysis. Goodyer 
(2008: 4) adds: “Literary theory is derived from a variety of disciplines, it provides a 
set of techniques with which to unravel how literary texts produce the world we live in.”  
Theory is a source of action that is hard to declare invalid. Goodyer (Op cit.) sees 
literary theory as a phenomenon that helps us see things in a new way. Culler (1997: 
4) maintains: “The main effect of theory is the disputing of ‘common sense’: common 
sense views about meaning, writing, literature, experience.” Literature itself is a theory 
hence one can source a topic from it and write one’s perspective. Grudzima (2010: 
10) upholds that: 
Literary theory emerged as ways to explain different people's views and 
responses to literature. Rather than insisting that one view is the best or 
correct view, literary theory attempts to find value in all views that are 
based on a careful study of the literature. 
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This means what is written can be analysed and lead to certain additions, unlike 
speech which needs to be decoded as it is from the encoder. Goodyer (2008: 6) 
comments: 
Using literary theory, we can review science as a culture – one that 
developed out of humanism, whose units, rules, forms and mechanisms 
can be identified through a structuralism analysis, and whose traditions 
and values can be deconstructed and analysed using various (post) 
structuralist tools and perspectives. 
Culler (1997: 4) avers: "A characteristic of thinking that becomes a theory is that it 
offers striking ‘moves' that people can use in thinking about other topics." Literary 
theory is the centre of all approaches that can be used to interpret literature. Wolfreys 
(2001: 2) adds: "Literary theory is, then, in a broad and neutral definition as possible, 
the name given to a range of disparate critical practices and approaches which are 
used by members of the humanities in the exploration of literary texts." Selden, 
Widdowson and Brooker (2005: 5) state:  
Roman Jakobson devised a diagram of linguistic communication which 
helps to distinguish the possible starting point. An addresser sends a 
message to an addressee; the message uses a code (language); the 
message has a context (or ‘referent') and is transmitted through contact. 
For the purposes of discussing literature, the ‘contact' is usually now the 
printed word which consists of the writer, context writing code and 
reader.   
This caption clarifies the main aim of literary work, which is to convey a message. 
Damova (2007: 6) elaborates: 
Communication is a means of transmitting information and there are 
several ways of how people can do so. One of them is language in its 
spoken and written forms. Communication means giving and getting 
different amounts of information and various characters and qualities of 
communicated messages at one time, which is conditioned by many 
factors such as the time, place and subject matter of what is being 
transmitted from the addressor to the addressee in a particular situation.  
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Selden, Widdowson and Brooker (2005: 5) share: "One simple way of demonstrating 
the effect of theorizing literature is to see how different theories raise a different 
question about it from different foci of interest.” Moreover, literature is more than just 
a text. When readers interact with literature, their cognitive capabilities are being 
challenged and stretched by the new vocabulary and knowledge from the text to the 
real world. Brewton (2002: 1) remarks: 
Literary theory is the body of ideas and methods we use in the practical 
reading of literature. By literary theory, we refer not to the meaning of a 
work of literature but to the theories that reveal what literature can mean. 
Literary theory is a description of the underlying principles, one might 
say the tools, by which we attempt to understand literature. 
In elaboration, literary theory has encompassed the study of a number of issues in its 
attempt to interpret, evaluate and contextualise literature.  At the most basic level, it 
might be said that the practice of literary criticism is applied to various given texts. 
Literary theory is devoted to examining the principles behind such practice (Cuddon, 
2013: 170). It serves to purify the meaning of the text. It has influence on how people 
read, analyse and understand literature. Ghazalah (1987: 4) comments: “Literature 
can be distinguished in terms of what it is about. It is the source of knowledge and 
learning about all aspects of human life.” Therefore, literary works are produced for 
various reasons. It is crucial to contemplate theories while analysing literature in order 
to achieve a complete study and get what is meant by literature. To sum up, it is worth 
remembering that ‘theory’ is not new but began at least two and a half thousand years 
ago, and has been conducted by some of the greatest Western thinkers and writers 
(Cuddon, 2013: 171). 
2.3. The Concept of Stylistics  
The term ‘stylistics’ is derived from the word style. In German, it is known as stylistik 
and the French call it stylistique (Mode, 2015: 13). There are many scholars who have 
tried to define this concept. Defining stylistics is almost an impossible task as its area 
is hard to limit (Zyngier, 2001: 366). Stockwell (2006: 742) also witnesses: “One 
reason for the historical debates around stylistics has been the difficulty of defining 
‘style.’” This then necessitates an attempt to define style before dwelling on stylistics. 
Damova (2007: 13) states:  
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Generally speaking, style is the study object (but not the only one) of 
stylistics. What style is, has always been open to dispute. The word style 
may be known to many human beings and they may be able to describe 
fairly easily what it means. Nevertheless, the multiplicity and complexity 
goes far beyond the word itself. 
Lehtsalu, Liiv, and Mutt (1973: 11-12) elaborate about style: 
Many attempts have been made to define it, ranging from viewing it as 
the moulding of the message to identify it with the author, to reject it in 
part and in toto, to regard it as a choice and a substantial determiner 
and component of meaning. 
The argument by these scholars does not mean that style cannot be defined. Only 
meaningless aspects are not worth a definition hence description can suit them. Style 
has a meaning and it has been approached in different disciplines, its meaning 
depends on where one contemplates it. Mehry, Torky and Besher (2009: 102) maintain 
that:  
Style, being an abstract term, is not easy to define. So far, what has 
been discovered about it is that it is personal; i.e. each person differs 
from others in the way he utters a word such as giving an opinion, 
expressing an idea or even saying something about himself or the world 
outside. 
The above comment enlightens that defining the concept ‘style’ is like defining 
someone’s personality. Style is like character, a way of life or doing something. It might 
not be common although it can share some few qualities.  
According to Cuddon (2013: 689) style refers to:  
The characteristic manner of expression in prose or verse; how a 
particular writer says things. The analysis and assessment of style 
involves examining the writer's choice of words, his figures of speech, 
the devices, the shape of his sentences, the shape of his paragraphs – 
indeed, of every conceivable aspect of his language and the way in 
which he uses it.  
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Ogunsiji (2013: 1) elaborates:  
When we carry out the different activities that are connected to our area 
of business, either in spoken or written forms, we often use devices of 
thought and the rules of language, but there are variations so as to 
change meanings or say the same thing in different ways. This is what 
the concept of style is based upon: the use of language in different ways, 
all for the purpose of achieving a common goal - to negotiate meanings. 
Ogunsiji’s comments clarify the main aim of conducting a study within the framework 
of stylistics, which is to analyse the selection of words in a text and its meaning. That 
meaning can portray one who delivers it or the speech itself. When portraying one who 
delivers it, it can refer to his or her personality or physical appearance. Lehtsalu, Liiv 
and Mutt (1973: 11) remark:  
The term ‘style’ is a polysemantic one. The Latin word stilus meant 
originally a style or writing instrument used by the ancients in writing on 
waxed tablets. Already in Classical Latin the meaning of the word was 
extended by the process of metonymy to signify the manner of 
expressing one’s ideas in written or oral form. 
The above caption enlightens that style relates to personality, behaviour or character. 
People might look the same but vary in character or behaviour. Even style might be 
used in an analysis by two people and produce different outcomes. Stockwell (2006: 
746) elaborates: 
Variationist sociolinguists treat style as a social variable correlated with 
gender, or class, for example, and have developed a cline of formality 
on this dimension. Anthropologists and ethnomethodologists have 
identified style with the contextual ‘domain' in which the language variety 
is used, so that style has developed a wider sense close to that of 
‘register.' Style as an interpersonal feature involves psychology and 
socially motivated choices.  
Leech and Short (2007: 9) elaborate: "In its most general interpretation, the word ‘style' 
has a fairly uncontroversial meaning: it refers to the way in which language is used in 
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a given context, by a given person, for a given purpose, and so on." Lehtsalu, Liiv and 
Mutt (Op cit.) come with a broad definition of style and enumerate it as follows:  
1. Style as the moulding of the message: Here they say language is thought of as 
the dress of meaning, style is the particular fashion of the dress. The way in which 
language is encoded influences the meaning of the message. Leech and Short (2007: 
13) second this definition in their comment: "The distinction between what a writer has 
to say, and how it is presented to the reader, underlies one of the earliest and most 
persistent concepts of style". The message to be moulded can be presented in the 
text. Kristek’s (1999: 66) definition below focuses on style within a text: 
It is a selection and organization of means of expression within a text. If 
we are dealing with a finished text, not with a text which is just being 
created, then style can be defined as the main principle according to 
which the text is organised. 
Kristek is not alone, as Stockwell (2006: 746) also considers ‘text’ in his definition: “So 
style can be seen as the characteristic pattern of choices associated with a writer’s or 
projected character’s ‘mind-style,’ or the pattern associated with particular periods, 
genres or literary movements.” It is the presence of the word ‘writers’ that affects the 
consideration of text in this statement. These scholars put emphasis on stylistic 
influence on the text presented. They see stylistics as the expansion of the text’s 
meaning. It is also a way of conveying a message.  
2. Style as deviation:  Leech and Short (2007: 13) conceptualise this definition, as 
a manner of expression that every writer necessarily makes choices of expression, 
and that it is in these choices, in a particular ‘way of putting things', that style resides. 
By deviation, Lehtsalu, Liiv and Mutt (1973: 11) mean the unconventional and strange 
way of using language. Most people are afraid of change and new experiences. As a 
result, they conceptualise new innovation as style in order to make it optional to adapt. 
3. Style as a man: This refers to the identification of style with the author or the 
speaker. Ogunsiji (2013: 13) calls this ‘the individual’ as it focuses on specific features 
that are associated with particular individuals. This means what is said by the author 
reflects the author’s personality and experiences. When someone analyses literary 
texts of the same author, he might find them delivered in a similar way, however, he 
might find that one of the texts has more traits if he is not aware of the author.   
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4. Style as indistinguishable from meaning: here style is considered as the 
outcome of the fusion of both form and meaning, and that any alteration entails a 
change in the latter. Style is used to interpret and appreciate the text (Lehsalu, Liiv 
and Mutt, 1973: 12). 
5. Style as the emperor’s clothes: Ogunsiji (2013: 9) conceptualises this as ‘style 
as a temporal phenomenon’ which deals with the time of relevance. However, Ogunsiji 
(Op cit.) also calls it the situation in his comment: "The situation is the context in which 
a text comes to life."  Lehsalu, Liiv and Mutt (Op cit.) elaborate: "Style does not exist. 
It exists if there is someone who wants to see it”. This clarifies that style is someone's 
assumptions, it exists if there is someone who is looking for it. It is determined by the 
uniqueness of the text which relies on the comparison, therefore without comparison 
between texts, there is no style.   
6. Style as a choice: Here style is viewed as a choice that is fundamentally 
syntactic/grammatical and semantic/lexical. It is defined in terms of the variant 
linguistic choices. Simpson (2004: 22) shares the same view about style when he 
says: "This means encoding into the grammar of the clause a mechanism for capturing 
what we say, think and do." This definition focuses on the four linguistic features 
(semantics, syntax, phonology and morphology). The author or speaker plays with 
these features when defining the term stylistics. Ogunsiji (2013: 9) observes the same 
in his comment: "Style is a characteristic choice that a writer or speaker makes in a 
text at the various levels of language description.” Almenoar (2010: 70) adds:  
An area of study where the linguist combines with the critic so as to 
achieve a better or fuller understanding and appreciation of literature. 
Style also exploits one's knowledge of the variety of linguistic features 
present in the literature to deepen one's awareness of the literature. 
This caption looks at style as a tool of analysing literature with the aim of achieving 
more than what is meant by the text. 
The enumerated definitions above try to cover all aspects of style, which is impossible. 
Figure 1. below reveals what is meant by the above definitions. Lines are used to make 
demonstrations neutral hence if sentences are used it will advance a single 
perspective, which is the one that defines ‘style as a choice'.   
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Figure 1. 
1a.  Notes  
1b.  Each line reflects a certain style. A 
number with a letter on the right 
column is used as the reference of 
each line (line name). 
1c.  
1d.  
Each line represents a certain style. 1a reveals style as a moulding of message. That 
line is initially made of connected dots. These dots are moulded to present a message 
(line). 1b also reveals style as the moulding of a message. It reflects that even the 
moulded message can be moulded again to form another meaning. When comparing 
1a and 1b, it is clear that when it comes to style, the same resources can be use 
differently depending on the aim of the artist. If one looks at 1a only one might find no 
style in 1a. hence it is a familiar phenomenon. In that regard, 1a reveals ‘style as 
emperor’s clothes’. 1a (line) is familiar to everyone, therefore one finds no 
contemplation of style in 1a. However, 1b diverges from 1a, which reflects ‘style as 
deviation' (appears different from 1a).  
If someone is asked: which line is well stated in figure 1? His line of choice will interpret 
‘style as a man' hence his answer might differ from the next person to be asked. 1c 
and 1d reflect ‘style as choice', they are a compilation of dashes and dots. The dashes 
and dots reflect the levels of linguistics (syntax, semantics, morphology and 
phonology). It is up to the artist, which one to use as a device to accomplish an 
objective, as it is shown in 1c and 1d how the line looks like without dots and how it 
looks with dots. All four lines in the diagram reflect ‘styles as indistinguishable from 
meaning’. In order to realise what is happening in 1b, one has to consider what 
happened in 1a. The identification of style requires comparison with other similar 
objects, this means that style can be found in figure 1 if one compares the presented 
lines from 1a up to 1d.  
If there is a way there must be a style. This means style is a methodology used to 
accomplished objectives. That methodology can be influenced by personality, culture 
and social values which make people differ in doing things. Style is applicable to all 
disciplines and every discipline has its own levels of style, which makes it (style) a 
multidisciplinary concept. Rostami (2012: 56) maintains: 
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A style can be good or bad, plain or unmarked. A style is said to be 
unmarked when the writing is of zero degree – " zero degrees" being a 
term first used by Rolland Barthes (1967) to denote "absence of style" in 
the classical French writing by Camus. 
This means contemplating style in a literary work does not credit it high standard hence 
style can be good or bad. Style can be defined as the way of encoding or writing, 
channelling and interpreting art with the aim of determining its wealth, meaning, and 
uniqueness so that its objectives will be fully accomplished. That can be defined simply 
as forms or methods of phenomena’s expression.  
The term style leads to stylistics. Norgaad, Busse and Montoro (2010: 211) define 
stylistics as the analysis of "the ways in which meaning is created through language 
in literature as well as in other types of texts". Ogunsiji (2013: 2) and Ghazalah (1987: 
42) define it as: “Stylistics is a broad term that has assumed different meanings from 
different linguistic scholars. But it can simply be said to be the study of style.” Cuddon 
(2013: 688) adds: "It (stylistics) is an analytical science which covers all the expressive 
aspects of language: phonology, prosody, morphology, syntax, and lexicology." 
Ogunsiji (Op cit.) further elaborates: “Stylistics is a broad term that has assumed 
different meanings from different linguistic scholars. But it can simply be said to be the 
study of style.”  Mode (2015: 15) defines it as:  
A serious multidisciplinary attempt to study style, and as a field that 
attracts increased interest in its study, is categorized into different groups 
by different scholars. Generally, there are three divisions of stylistics 
around which the Schools of Stylistics are established. These are 
Linguistic Stylistics, Literary Stylistics, and Pedagogical Stylistics. 
Ogunsiji (1987: 43) also points out: "While stylistics has its own focus, it is 
multidisciplinary in nature.” Similarities and differences between isiZulu folktales and 
short stories are analysed within the framework of stylistics which focuses on the 
linguistic features of a literary text such as phonology, lexicon, syntax and semantics 
which directly affect the use of an utterance. 
Implicit characterisation, through dialogue and action, which is dealt with in this 
comparison, is the output of the linguistic features used in folktales and short stories. 
Therefore, stylistics is relevant as a theory to underpin this study. Stylistic approach is 
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adopted to examine the kind of language applied as a means of presenting characters 
in a dramatic way in the folktales and short stories to be compared. Due to the fact 
that stylistics focuses on the language features contemplated in a literary work, it is 
relevant for this study, which is concerned with the identification of elements that 
constitute a character. Characters can reveal themselves through dialogue and 
actions that are facilitated by language. Stylistics is a relevant tool to analyse dialogue. 
Actions, which are silent utterances and are covered in this study as well, are also 
revealed through language.  
Sithole’s (2017: 8) comment about stylistics is: "Most authors put language at the 
centre when defining this concept, which makes their definition play around the usage 
of language." Sithole finds language as the heart of stylistics while its veins are 
features or levels of linguistics which bring literature into life.  This comparative study 
will also consider how similarly and differently Canonici (1995) and Ntuli (1978) use 
language to implicitly present characters in their folktales and short stories 
respectively. Dialogue employs features of linguistics to produce meaning. Symbolism 
is also used to express meaning, which is where actions get involved.  
Bradford (1997: xii) remarks: "Stylistics enables us to identify and name the 
distinguishing features of literary texts and to specify the generic and structural 
subdivisions of literature. But it is not as simple as this." McRae and Clark (2004: 328) 
add: “Stylistics functions as an umbrella term, covering a range of different approaches 
to the study of texts.” Stylistics is one of the preferable approaches in the study of texts 
as texts are written in a language with the aim of conveying a message. 
Stylistics is flexible, it is applicable to any discipline as it is relevant to most disciplines. 
Stockwell (2006: 742) elaborates:  
Stylistics has therefore come to be regarded as an essentially 
interdisciplinary field, drawing on the different sub-disciplines within 
linguistics to varying degrees, as well as on fields recognisable to literary 
critics, such as philosophy, cultural theory, sociology, history and 
psychology.  
The flexibility of this theory made Zyngier (2001: 366) question its definition in her 
comment: “Is stylistics a linguistic discipline or a method for literary criticism and text 
appreciation? Can it ever overcome discussions of objectivity or subjectivity in 
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interpretations? Does it have pedagogical value? If so, how?” Stockwell (2006: 742) 
also poses questions as Zyngier does above: 
One reason for the historical debates around stylistics has been the 
difficulty of defining ‘style.’ Even in its most simple sense of variation in 
language use, many questions instantly arise: variation from what? 
Varied by whom? For what purpose? In what context of use? 
However, questioning the definition of stylistics also defines it. Cuddon (2013: 688) 
states: “The style, as Buffon puts it, ‘is the man’, therefore, definition of stylistics is 
personal”. That means questioning it is also a personal issue that expresses the 
meaning of stylistics. Moreover, stylistics is about variation of artwork. Varied by 
whom? For what purpose? In what context of use? This further reveals that:  
Stylistics is a method of textual interpretation in which primacy of place 
is assigned to language. The reason why language is so important to 
stylistics is that the various forms, patterns, and levels that constitute 
linguistic structures are an important index of text’s function.   
               (Simpson, 2004: 2) 
The more the information that can be discovered in a text reflects more knowledge 
that can be gained from it. Khattak, Mehnaz and Khattak (2012: 98) remark:  
Stylistic analysis in linguistics refers to the identification of usage 
patterns in speech and writing. A stylistic analysis in literary studies is 
usually made for the purpose of commenting on quality and meaning in 
a text. Stylistics, in other words, is the study of style used in literary and 
verbal language that affects the writer or speaker’s wishes to 
communicate with the reader or hearer. 
This enlightens that stylistics is the heart of literature and fiction in particular. Lehtsalu, 
Liiv and Mutt (1973: 11-12) add with their comment: “Style is the ability to speak and 
write well.” Leech and Short (2007: 9) comment that:  
In practice, writers on style have differed a great deal in their 
understanding of the subject, and one source of disagreement has been 
the question ‘To what or whom do we attribute style?’ In the broadest 
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sense, style can be applied to both spoken and written, both ‘literary’ and 
‘everyday’ varieties of language; but by tradition, it is particularly 
associated with written literary texts. 
This clarifies that some scholars consider stylistics as the tool for analysing written 
language, however spoken language also benefits from that. Figure 2 below clearly 
demonstrates the contemplation of style while communicating. For the purpose of this 
study, the words ‘writer’ and ‘reader’ are used instead of ‘encoder’ and ‘decoder’, 
respectively. Damova (2007: 6) comments: “The addressor communicates because 
he intends not only to exchange information, but he also aims at affecting the 
behaviour of the addressee. In perhaps more educated terms, it could be pointed out 
that language is the core of communication.”  
Figure 2.  
 
Even though figure 2 above uses the word style, the whole process of applying or 
using style is called stylistics. Figure 2 above pays more attention on language, 
however, this does not mean that language evaluation is the end of stylistics as 
stylistics does more than what it takes to analyse a language. Simpson (2004: 3) adds:  
To do stylistics is to explore language, and, more specifically, to explore 
creativity in language use. Doing stylistics thereby enriches our ways of 
thinking about language and, as observed, exploring language offers a 
substantial purchase on our understanding of (literary) texts. 
• The writer forms a 
message 
considering his 
emotions and 
feelings to embed 
a style in the 
message.
Writer 
• The message is  
presented in a 
style (language) 
understood by 
both parties.
Message/ Text
• The reader checks the 
format and the code 
used to present the 
message, he interprets 
it applying his own 
style. 
Reader 
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Damova (2007: 11) elaborates:  
If one chooses to disregard the rules of language, or fail, through 
ignorance, to obey them, then language can become instead a barrier to 
successful communication and integration. That is why people should 
acquire a sharpened consciousness of the form and function of 
language, its place in society, and its power”.  
2.4. Historical Background  
Stylistics is currently in fashion due to its capability of determining the value and 
meaning of literature. In essence, stylistics has long been in existence. It overtook its 
predecessor ‘rhetoric’ in the early 20th century when it came to the attention of most 
scholars. Bradford’s (1997: 2) witnesses this in his comments: “The academic 
discipline of stylistics is a twentieth-century invention. Its most notable predecessor is 
rhetoric. The term is derived from the Greek techne rhetorike, the art of speech, an art 
concerned with the use of public speaking as a means of persuasion.” Stockwell 
(2006: 743) adds: 
Stylistics can be seen as a direct descendant of rhetoric, which 
constituted a major part of the training of educated men for most of the 
past two and a half millennia. Specifically, stylistics overlaps 
considerably with ‘elocutio,’ the selection of style for an appropriate 
effect. (The other four divisions of rhetorical skill were: invention, the 
organization of ideas, memory, and delivery).  
Watson and Zyngier (2007: 15) remark: "Historically, literary stylistics has achieved 
success around the world largely because of its capacity for teaching the foreign 
language to learners in an engaging and motivating way.” According to Zyngier (2001: 
366), from its inception, the history of stylistics has been shaped by debate and lack 
of consensus. Stylistics was introduced to analyse literary works. However, its 
application tends to be relevant to most phenomena. McRae and Clark (2008: 328) 
state:  
A further difficulty is that although stylistic analysis originated as a way 
of applying linguistic models to literary texts, it has become clear that 
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such models can be applied to the analysis of any type of text: to non-
literary registers as well as the literary. 
 Tariq (2018: 46) summarises the evolution of stylistics as follows:  
At the end of the 18th and the beginning of the 19th centuries, the art of 
rhetoric almost ended and fell in a state where scholars assumed it in 
linguistics. But at the beginning of the 20th century, it came back in the 
literary debate as ‘Stylistics', though, the term stylistics had been used 
since the early nineteenth century. 
This enlightens that ukuwa kwenye indlu ukuvuka kwenye (A demolished house 
becomes the source of the new house). The collapse of rhetoric resulted in stylistics. 
Salvador (2003: 1) elaborates:  
As is well known, the study of style has its origins in Rhetoric, and in 
particular in elocutio or the study and improvement of expression, which 
steadily gained ground over the course of time with the weakening of 
some of the classic components of Rhetoric. Yet for many years, 
scarcely any points of stylistics have been discussed.  
This theory migrated from ‘rhetoric' to stylistics, its aim was to achieve a complete 
analysis of literature but it ended up going more than that. Stockwell (2006: 743) 
remarks:  
It is important to note the dual aspect in the discipline: rhetoric was 
concerned not only with linguistic form but also inextricably with the 
notion of the appropriacy of the form in context. The context was typically 
and primarily for spoken discourse, though rhetorical discussion was 
also applied to written texts. In the course of the twentieth century, 
stylistics developed with an almost exclusive focus on written literature, 
while at the same time the link between formalism and readerly effects 
became weakened.  
Simpson (2004: 2) observes the success of stylistics in his comment:  
Stylistics in the early twenty-first century is very much alive and well. It 
is taught and researched in university departments of language, 
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literature, and linguistics the world over. The high academic profile 
stylistics enjoys is mirrored in the number of its dedicated book-length 
publications, research journals, international conferences and symposia, 
and scholarly associations. 
Scholars find it easy and joyful to engage stylistics in their studies. As a result, most 
of the studies contributed by various scholars under stylistics, as the theoretical 
framework, are the analysis which means that stylistics is an analysis itself.  
2.5. Assumptions  
Stylistics has been considered as “a developing and controversial field of study 
(Urbanova, 2005: 73). Crystal and Davy (1969: vii) remark: “The existing approaches 
to stylistic analysis are numerous and diverse, causing difficulties for a researcher 
striving to apply methods of stylistic analysis and to draw distinct lines of demarcation 
between them.” Stylistics paves where the message needs to be settled by stretching 
the decoder's cognitive capability. It also extends the decoder's expectation by letting 
one discover more about literature and language itself. Tariq (2018: 46) remarks: 
“Stylistics is the study of language and the language of literature in all its manifestos 
and is one of the moderate approaches to literature.” Khattak, Mehnaz and Khattak, 
(2012: 97) elaborate: 
Stylistic analysis has two main objectives: first, to enable the readers to 
make a meaningful interpretation of the text itself; second, to expand 
knowledge and awareness of the language in general. Thus, although 
the aim of using stylistics is to help students to read and study literature 
more competently, it also provides them with excellent language 
practice.  
Stylistics advances language and knowledge of the reader. It does not require direct 
application. Engaging with text automatically engages stylistics. Bradford (1997: xi) 
observes this in his comment: “Stylistics is an elusive and slippery topic. Every 
contribution to the vast and multifaceted discipline of literary studies will involve an 
engagement with style.” Khattak, Mehnaz and Khattak, (2012: 97) comment: "Stylistics 
plays a key role in understanding and interpreting literature." By and large, stylistic 
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analysis does not require much effort from the decoder. Once one starts reading the 
text, stylistics automatically gets engaged. Bradford (2005: xii) points out:  
Stylistics can tell us how to name the constituent parts of a literary text 
and enables us to document their operations, but in doing so it must draw 
upon the terminology and methodology of disciplines which focus upon 
language in the real world. 
 Most scholars consider personality as the phenomenon that influences the 
contemplation of stylistics. Stockwell (2006: 746) observes that: 
The sense of ‘stylistic’ being used here has moved on a great deal from 
the earlier formalist sense of ‘the words themselves.’ The sorts of things 
stylisticians have been doing over the last twenty to thirty years have 
added more and more dimensions to the strictly ‘linguistic’ level, 
encompassing more of what language is while not losing sight of the 
necessity to ground descriptions in tangible evidence. Socio-cultural and 
psychological factors have become part of stylistic considerations. 
As far as these comments are concerned, when judging a language, one uses his or 
her personality, cognitive and social disciplines, as a result, two people can interpret 
the same text differently. For instance, the statement: "Please follow the right protocol 
if you are submitting this document to me,” might be interpreted as shifting 
responsibility with pride while another person might find it directly professional. 
Khattak, Mehnaz and Khattak, (Op cit.) comment:  
The goal of stylistics is not only to describe the formal features of texts 
for their own sake but in order to show their functional significance for 
the interpretation of the text or to relate literary effects to linguistic 
‘causes’ where these are felt to be relevant.  
Stylistics is not only applicable in written language; even spoken language can be 
analysed with it. Hoffmannová (1997: 5) elaborates: “Stylistics is a field of study which 
is not only highly interdisciplinary but also considerably eclectic.” This puts it clear that 
there is a solid relationship between language and literature. Language is the body of 
any message to be communicated. Before one encodes the message, one needs to 
determine the code to be used (the language that is familiar to the decoder). On the 
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other hand, the decoder receives, interprets and understands the message using the 
correct code employed when forming a message. To understand what is meant by the 
message, one needs to apply stylistic analysis, where the selection of words and 
sentence construction are judged to form meaning. Message can be in the form of a 
text, literature in particular.  
The main aim of contributing a literary work is to convey a message. This reflects the 
fact that literature itself is a message that is channelled in a high profile. The speaker 
uses his personality to influence the message interpretation. The message remains 
the same until the listener interprets it using his own personality. For instance, a 
terrorist does not see the killing of people as inhuman while those who are not terrorists 
see it as such. Therefore, both the encoder and the decoder apply stylistics to form 
and interpret the message. 
The writer has to determine a suitable format of conveying a message. He will then 
write using the correct format, which is the structure of the text. The structure to be 
followed can be in the form of a literary work (genre), a command including the tone, 
to mention a few. The message is sent to the reader. The reader receives, reads, 
interprets and understands it. When interpreting it he uses style. Simpson (2004: 3) 
maintains that:  
To do stylistics is to explore language, and, more specifically, to explore 
creativity in language use. Doing stylistics thereby enriches our ways of 
thinking about language and, as observed, exploring language offers a 
substantial purchase on our understanding of (literary) texts.  
This means that style is there to benefit both the writer and the reader. It enhances 
the message to be received by the reader and also advances the encoding skills of 
the author. According to Ramtirthe (2017: 1): 
Stylistics is a systematic way of exploring a literary text especially the 
language of a text and tries to explain how language creates meaning, 
style and certain effect. The study of stylistics is considered as one of 
the significant tools to analyse a literary piece from the point of view of 
language. There are a number of scholars who are engaged in the 
interpretation of different genres of literature such as prose, poetry, 
drama, short story and one-act-play with the help of stylistics. The 
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interpretation of poetry is possible with the help of some of the important 
terms in stylistics. 
Bradford (1997: xi) elaborates: 
Stylistics enables us to identify and name the distinguishing features of 
literary texts, and to specify the generic and structural subdivisions of 
literature. But it is not as simple as this. When we use or respond to 
language in the real world our understanding of what the words mean is 
supplemented by a vast number of contextual and situational issues: 
language is an enabling device; it allows us to articulate the sequence 
of choices, decisions, responses, acts and consequences that make up 
our lives. Style will play some part in this, but its function is pragmatic 
and purposive. 
To wrap up: Stylistics was developed to address the questions of how? And why? 
More than what? It is used for three reasons: 
 To evaluate or analyse the phenomenon (text or message)  
 To write and convey a message (channelling) 
 To expand the existing knowledge. 
2.6. Stylistics and Fiction  
There is a relationship between stylistics and fiction. Fictional works are presented in 
a certain style. Each author uses his or her own style to make his fiction unique in 
order to beat the competition. “Perhaps one needs a different kind of approach 
altogether. Perhaps literature is definable not according to whether it is fictional or 
'imaginative', but because it uses language in peculiar ways” (Watson and Zyngier, 
2007: 4). For a better analysis of this section, these two concepts (stylistics and fiction) 
need to be considered separately, before they are linked. According to Cuddon (2013: 
262):  
Fiction refers to a vague and general term for imaginative work, usually 
in prose. At any rate, it does not normally cover poetry and drama though 
both are a form of fiction in that they are moulded and contrived – or 
feigned. Fiction is now used in genres of the novel, the short story, the 
novella (qq.v.) and other related genres.  
 
43 
 
In line with this comment, fiction is part of literature. It requires language to convey a 
message. Once it engages language, stylistics gets involvement. As mentioned earlier 
in this section, Bradford (1997: xii) comments: 
Stylistics can tell us how to name the constituent parts of a literary text 
and enable us to document their operations, but in doing so it must draw 
upon the terminology and methodology of disciplines which focus upon 
language in the real world. 
Authors use language to present their fictional works, the language used varies 
according to the author's personality. Onyekachi (2015: 260) elaborates:  
Literature involves the manipulation of language for creative purposes 
and the discipline which forces this synergetic relationship between 
literature and language is stylistics. Stylistics, therefore, is a buffer 
between language and literature. 
It is clear that there is a solid connection between the two subjects. Fiction tends to be 
a definition of literature hence most literary works are fictional. Eagleton (1996: 1) 
remark: 
There have been various attempts to define literature. You can define it, 
for example, as 'imaginative' writing in the sense of fiction - writing which 
is not literally true. But even the briefest reflection on what people 
commonly included under literature. 
Fiction has characters who need to reveal themselves through what they say and what 
they do. Saying or doing requires a certain style and once the style is employed, 
stylistics plays its role. Stylistics and fiction, which is part of literature, cannot be 
separated. Ghazalah (1987: 4) comments:  
Literature is made of language which is one of the guiding principles in 
stylistics for the past 40 years. Still, specialists in the area of language 
and literature keep asking themselves what stylistics is and whether it 
can help readers acquire the necessary skills for interpreting literary 
texts in a more systematic way. 
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It is clear that fiction depends on stylistics to produce meaning. Stylistics is all about 
features of the language and fiction uses these features to produce knowledge. 
Stylistics enhances the accomplishments of fiction by rendering a moral lesson and 
language characteristics simultaneously. A more detailed discussion of stylistics has 
been done already in this chapter (cf. 2.3.) 
2.7. Conclusion 
This chapter has discussed the theoretical framework that underpins this study. It 
briefed the background of a literary theory, followed by the concept of stylistics where 
the theory was defined. It provided a detailed discussion of literary stylistics as a theory 
which the study is based on. The historical background of stylistics was covered before 
the assumptions were discussed. The connection between stylistics and fiction was 
discussed before the chapter was concluded.   
There is a lot that can be discussed about the employment of stylistics in both folktales 
and shot stories. Stylistics in folktales is contemplated in a similar way as if they were 
composed by one person. The first paragraph of folktales often describes the main 
character. Once the description is outlined, the character is expected to validate that 
description by acting in alignment to it. It is observed that, this style of characterisation 
influences the reader when he judges the character. He cannot judge characters using 
his own experiences but he has to link the character to what is mentioned in the 
author’s (narrator/performer) description.  
Short stories are different from folktales. In short stories, there are a few instances 
where the reader is directly told about the personality and the appearance of 
characters. The author’s experience plays a massive role when it comes to 
characterisation, as a result, characters in this genre often reflect what the author is 
familiar with. It is a style in folktales to repeat same characters with same qualities in 
different tales while that is unusual in short stories. 
It is observed that Ntuli’s style of characterisation, in short stories, allows the reader 
to freely judge characters using his own experiences while Canonici’s style, in 
folktales, does not allow it. However, his characters must be judged without isolating 
them from the world (environment) created by the author/story teller. The language 
used in folktales is mostly in the past tense, even the introduction of a direct speech 
is in the past tense. The language in short stories depends on how the story teller 
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wants to use it. All tenses can be found in short stories; different tenses can be found 
in a single story. In folktales, the performer does try to bring the story closer to the 
reader by using the present tense but that does not change the fact that the folktale is 
presented to have taken place many years ago.  
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CHAPTER THREE 
DIALOGUE 
3.1. Introduction 
This chapter examines the contemplation of dialogue in short stories and folktales with 
the aim of depicting the personality traits and physical appearance of characters. The 
concept of dialogue is defined, followed by the discussion of dialogue that reveals 
personality traits, which is grounded on both genres. The discussion on dialogue that 
reveals physical appearance comes later, before the comparison of dialogue between 
short stories and folktales. 
3.2. The concept of dialogue  
The concept ‘dialogue’ generally refers to the process of interchanging words within 
oneself or amongst two or more people.  Bohm (1996: 7) maintains: “‘Dialogue’ comes 
from the Greek word dialogos. Logos means “the word”, or in our case we would think 
of the “meaning of the word”, and dia means ‘through’, it doesn’t mean ‘two’”. Based 
on this clarification, dialogue does not consider the number of people who are engaged 
in a conversation. Yantolo-Sotyelelwa (2006: 20) comments: “The dramatic dialogue 
has a governing concept which is verbal interaction. The word dialogue requires one 
to recapture the significance of logos, which connects word and meaning, language 
and reality.” This scholar highlights that dialogue refers to any form of verbal 
interaction that has meaning, that can be words, sound or language, as long as it has 
meaning, it is considered as dialogue mechanism. Romney (2001: 2) defines dialogue 
as follows:  
Dialogue is a focused conversation, engaged in intentionally with the 
goal of increasing understanding, addressing problems, and questioning 
thoughts or actions. It engages the heart as well as the mind. It is 
different from ordinary, everyday conversation, if that dialogue has a 
focus and a purpose.   
These words imply that, in literature, dialogue connects the reader with the feeling of 
a character. By engaging the mind, it makes an imagination of the character vivid. 
Engaging the heart gives the impression of a sense of the character’s feelings. It is a 
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form of communication that one uses to interact with others. Sithole (2017: 12) 
remarks: “Every dialogue develops for a crucial reason which makes it different from 
mere conversation.”  Copeland (1996: 53) concurs with Sithole in his remarks: 
Dialogue is not conversation. It must be shaped to an end which is not 
simply ‘talk’. Ordinary conversations often go nowhere, are merely an 
exchange of monologues, full of um, uh, and other space fillers. Some 
of this can be used only if it dramatises character and advances action. 
Shipley (1970: 82) remarks: “Dialogue does more than present persons as actually 
speaking. Their words may reveal their natures, being adopted in rhythm, in colour, in 
diction, even in quantity to their various characters.” This enlightens that in literature 
this device is used to depict the character’s make-up. Nguna (1997: 129) places 
dialogue under speech in her comments: 
The term ‘speech’ refers to the continuous verbal utterance of a single 
character in a closed situation. Either the speaker may be talking to 
himself without interruption (soliloquy) or, if there are others present, 
they neither reply nor make entrances or exits while he speaks 
(monologue). The speaker may also be speaking to another character 
who in turn replies (dialogue).  
Nguna emphasises that dialogue is an exchange of words between two or more 
people hence she implies that it exists when there is an addresser and addressee. 
However, the participants must keep on changing their roles to form a dialogue. It is 
clear that Nguna’s understanding of dialogue is that is must be between two people. 
She does not consider that dialogue does not depend on the number of people 
involved in it, as even one person can be in a dialogue with himself. Nguna (Op cit.) 
also identifies speech as the heart of dialogue that can happen in three different 
perspectives which are soliloquy, monologue and dialogue. This implies that even the 
addresser can be a receiver of his or her own utterances.  Other scholars look at 
dialogue in a single perspective, where there are two or more people who are 
exchanging words.  
Bohm (1996: 7) further states that “in a dialogue, however, nobody is trying to win. 
Everybody wins if anybody wins. There is a different sort of spirit to it. In a dialogue, 
there is no attempt to gain points, it is a situation called win-win.” This is what 
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differentiates dialogue from debate since in the latter people argue to prove the 
opponent wrong. In dialogue everyone learns if a mistake is identified on the other 
part. Copeland (1996: 52) adds: “Dialogue is a carefully structured exchange of words 
which aims to accomplish many goals and all are important.  
Dialogue can be defined as the exchange of utterances. That means utterances 
demonstrate the existence of dialogue. Kendon (2004: 7) comments: “The term 
‘utterance’ refers to any ensemble of action that counts as attempt by the actor to give 
information of some sort.” This enlightens that a single person can engage in a 
dialogue with himself by encoding and decoding his own utterances. It includes a 
character’s involvement in a conversation with others, response to event or life 
circumstances and how the character deals with conflicts.  
Most of the time, a character fraternises with other characters through dialogue, 
however dialogue might be within an individual as well, as Bohm (Op cit.) states: “A 
dialogue can be among any number of people, not just two. Even one person can have 
a sense of dialogue within himself, if the spirit of dialogue is present.”  
To wrap up, dialogue is a focused conversation that involves any number of 
participants and:  
It moves the story forward, dramatizes character, communicates 
information about the past of the author (expository material), 
foreshadows, establishes relationships between characters, comments 
on the action of the story, describes setting, connects scenes, develops 
conflicts or sub-merges conflict, effects transitions, exposes and 
suggests motivation.      
(Copeland, 1996: 52) 
It could be questioned how the story must be conferred to the reader through dialogue. 
Dialogue can be narrated or directly quoted. Fredette (1988: 80-81) maintains: 
“dialogue must individualise each character well. They must sound different, use 
different words, expressions, euphemisms, dialects, speech styles and varied 
inflections.” This enlightens that characters’ words depict their traits.  
Dialogue is clearly expressed in drama, thus characters in this genre are well indicated 
before they say something. However, in short stories and folktales the author has to 
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stand aside and let the character speak or he narrates what the character says. 
Yantolo-Sotyelelwa (2006:   21) adds: “The main function of dialogue is to indicate 
vividly how the people in the story interact with one another, giving the impression of 
a story taking place, before the readers and the audiences’ eye”.  
3.3. Dialogue that reveals personality traits   
Dialogue is formed by speeches, words and letters that implicitly portray a character 
(Pauw, 1999: 185). “It is the most important element in literature. Through dialogue we 
know the character. Dialogue in particular is a wonderful way of revealing characters” 
(Yantolo-Sotyelelwa, 2006: 1). Shezi (2001: 32) elaborates: “The speech of a 
character can indicate a particular trait both through its content and through its form. 
This occurs whether the speech is in a conversation or in a silent activity of the mind.” 
The trait that can be indicated might reflect the personality of the character. For 
instance, to find out one’s personality, the reader can observe the word selection and 
how one uses those words in a dialogue. Again, one who is committed in traditions 
might be heard referring to the cultural way of doing things in everything, like ‘this is 
not traditionally acceptable’ or ‘according to our culture, we don’t allow this kind of 
behaviour’.  
Language usage says a lot about a character, it highlights what the reader must expect 
from the character’s personality. Katz (1969: 100) maintains:  
To understand the ability of natural language to serve as an instrument 
to the communication of thoughts and ideas we must understand what 
it is that permits those who speak them consistently to connect the right 
sounds with the right meanings. 
 In line with this statement, whatever the character says in fiction might be influenced 
by the character’s personality, therefore, his or her personality is reflected in his or her 
utterances. Gule (1996: 74) states: “Characters are shaped largely by dialogue. This 
dialogue determines the strength and weakness of characters.” Since the author can 
use dialogue to shape characters, the question is; what to shape in a character and 
why is that worth shaping?  
Msimang (1983: 99) comments: “The most important point about characterisation is 
that the artist must present lifelike characters.” This comment responds to the question 
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raised above, therefore a character’s personality can be revealed or shaped through 
dialogue. Copeland (1996: 52) elaborates: “When we talk to others we dramatize 
ourselves. This means persons use dialogue to reveal who they are and what we must 
expect from them.”  Gule (1996: 75) adds: “Depiction by way of a character’s speech, 
choice of words, etc., reveals much about his/her personality.” The traits that are 
revealed through dialogue can form part of a character’s inner life. Copeland (Op cit.) 
maintains: “Dialogue communicates information about the past experiences of the 
author to the reader (expository material)”. Dunne (2009: 25) sheds light with his 
comments:  
Think about your character’s defining trait and how it might have 
developed. Its causes may be rooted in her deeds or environment or 
both, and may trace back to the recent or distant past. You can probably 
find a number of different reasons that this trait has become so 
prominent now in your character’s identity, but what is the main reason? 
This comment enlightens that whatever the character says is a results of a certain 
situation which can bare positive or negative results. In short stories the narrator plays 
a major role in telling a story. Ndlovu (2015: 10) maintains:  
Uyena umlandi osindlalela, asethulele okuzokwenzeka. Kuthi kuqambe 
kuvela inkulumo mpendulwano sibe sesinaso isithombe kweyethu 
imiqondo.  
(The narrator is the one who lays and introduces to us what to expect. 
When dialogue develops we already have an image in our mentality.) 
The character’s traits portrayed in fiction can be directly or indirectly demonstrated and 
this study focuses on the indirect (implicit) character portrayal. The next sub-sections 
discuss the depiction of character traits in short stories and folktales through dialogue. 
3.3.1. In short stories  
Short stories mirror life to the audience in a language that the latter understand. They 
use relevant experiences to convey a message. In short stories, human characters 
are the ones who participate in a dialogue. However, their focus is not on conveying 
the theme only, thus, they also reveal their personality through dialogue. Below is an 
interchange of words between Simanga and his uncle (Ncanane) in the short story 
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titled ‘Ebusika’. It clearly depicts both characters’ personality traits, as it can be seen 
below. Simanga has heard that his mother passed away while he was in prison, he 
experiences depression and becomes absent-minded. After a while he says:  
Pho mina ngizobe ngisaphilelani uma engasekho umama? Ukube 
bengazi ngabe angizanga lapha. 
(Then what should I live for if my mom is no more? If I knew this, I would 
not have come here.)  
(Ntuli, 1978: 47) 
Ncanane replies:  
Impilo ayikapheli mntanami. Naye lapho ekhona unyoko uyajabula. 
Indawo yokuhlala ikhona uma ungakaqali ukuzivusela owakho umuzi.  
(Life is not over my child. Even your mother is joyful where she is. A 
place for you is available while you have not started to build your own 
home.)  
(Ibid.) 
In this dialogue, Simanga appears hopeless, he can’t stand his mother’s death, and 
he feels like he has lost everything. His uncle, Ncanane, appears as a good motivator 
as he encourages Simanga to be strong and strive for the best to make his late mother 
proud. Ncanane is also a caring person, he tries to show Simanga that he is welcome 
in his home and has a place to sleep in while he has not built his own home. Ncanane 
is characterised as one who strongly believes in life after death, as he appears 
commenting that Simanga’s mother, who is no more, is joyful where she is.  
The author does not narrate that the two characters are relatives but he presents them 
with similar qualities. Simanga finds it difficult to accept his mother’s death and 
Ncanane finds it difficult to even talk about it, which is revealed when Ncanane meets 
Simanga standing at his parent’s grave sides. “Uthe ezwa: ubani lona?” (He suddenly 
hears: who’s this?). Then Simanga replies: “Yimina Baba. Uphi umama?” (It’s me 
uncle. Where is mom?) (Ntuli, 1978: 46). Ncanane struggles to respond saying: “Wo, 
singabuye sithini mntanami ngoba…” (Wo, there is nothing we can say my child 
because…) (Ibid.). Simanga interrupts him by crying. In this caption, Ncanane fails to 
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give a straight answer, which reveals him as a person concerned about others’ 
feelings, yet he tries to find a proper way to respond, which is a way that does not 
harm Simanga emotionally.  In the dialogue above, Simanga is also revealed as a too 
sensitive person, as he fails to wait for his uncle to finish his statement. He just cries 
while his uncle is about to mention the death of his mother.    
In the short story titled ‘Uthingo Lwenkosazana’, Mpiyakhe is revealed as a protective 
person when it comes to his relatives. Mpiyakhe narrates their former king’s plan of 
attacking Gxumbu’s tribe, which did not succeed.  
“Kwathi uma inkosi yethu ithi asihlasele khona, kwaba khona 
ukungenami, ikakhulu kithina balapha ekhaya ngoba phela nani niyazi 
siyizihlobo thina noGxumbu.”  
(When our king said let us attack there, there was unpleasantness, 
especially in our family because you all know that Gxumbu is our 
relative.)  
(Ntuli, 1978: 8) 
As far as this narration is concerned, Mpiyakhe and his family are revealed as selfish 
persons who only think for themselves without considering other people’s lives. The 
caption above makes it clear that Mpiyakhe protected Gxumbu’s tribe because he is 
related to him. This implies that, if they were planning to attack someone else, 
Mpiyakhe would not see anything wrong in that, as it is implied in his words that things 
are wrong only if they are against him and those who are related to him.  
A character’s personality can oppose his outer life in such a way that he tends to be a 
corrupt person to those who are close to him while community members know him as 
an innocent man. For instance, a drug lord can be known as a respected church 
sponsor around the community. To illustrate, in the short story titled ‘Uthingo 
Lwenkosazana’, Mpiyakhe and his father (Dunguzela) know each other as corrupt, 
selfish individuals due to their act of forming a plan that is supposed to lead to the 
execution of Sinqindi who is the hopeful king, in order for Mpiyakhe’s father to inherit 
kingship from Sinqindi’s father. Fortunately, Sinqindi disappears before they execute 
him. This plan remains their secret, hence the broader community knows nothing 
about it. Meanwhile, the community knows them as a kind and strict leader, and an 
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active future leader respectively. These dirty traits are revealed in a dialogue where 
Mpiyakhe says to his father:  
“Baba, namhlanje usuku lokuhamba kwami. Ngeke ngihambe 
ngingambonanga uSinqindi. Kumele akwazi konke ngobukhosi.” 
(Dad, today is my final day. I cannot leave without meeting Sinqindi. He 
should know everything about kingship).        
(Ntuli, 1978: 5) 
The author applies euphemism in Mpiyakhe’s speech where he talks about death as 
if he is going somewhere. This reflects that Mpiyakhe believes that there is life after 
death as, according to him, death is to go somewhere. Dunguzela responds: 
“Akudingekile ukuba akwazi konke. Ncono khona ukuba ahlale engazi.” (There is no 
need for him to know everything. It is better that he stays knowing nothing) (Ntuli, 1978: 
6). 
The dialogue above depicts that there is a secret between Mpiyakhe and his father 
Dunguzela, which the community and Sinqindi know nothing about. Kelly (2002: 3) 
comments: “Keeping secrets means to hide deliberately information from other people. 
It always involves at least two people.” Since the community does not know anything 
about the secret, they perceive these two characters in a different and positive way.  
Some information remains a secret for the fact that it can discredit someone or strip 
him or her off his dignity. Dunguzela does not like this secret to be revealed to Sinqindi 
because it can discredit him the respect he receives from his followers. It is revealed 
that Dunguzela wants this to remain their secret as he wants the community to 
continue trusting his leadership. Based on what was done by the two characters 
mentioned above, one can conclude that Mpiyakhe and his father are depicted with 
cruel and selfish personality traits. However, the community does not know their 
cruelty and regards them as kind people. This reveals how these two characters play 
double standards.  
In the dialogue above, Mpiyakhe forces to meet Sinqindi while his father opposes that. 
Mpiyakhe’s intention is in line with Kelly’s (2002: 96) remarks: “Revealing a secret with 
the explicit intention of gaining a new perspective on it may help people feel a sense 
of resolution about the secret.” Mpiyakhe is seeking for a resolution due to his concern 
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about the future. He is earlier revealed as one who does not want anyone to stand on 
his way, he does not procrastinate on things that might negatively affect his future. He 
is earlier found planning to attack Sinqindi, knowing that the latter is a threat in the 
kingship to be inherited from his father. After a snake bite, he is found not afraid to die 
but afraid to face the consequences of his deed if he does not rectify it. This is revealed 
in his words:  
“Uvalo olukhulu akusilona olokufa, kodwa ngolokuthi uma ngihamba 
ngiyobingelelana kanjani nokhokho ngale nto engayenza ngisaphila.” 
(The biggest fear is not for death, but it is for that if I go, how I’ll greet my 
ancestors because of what I did while I was still alive.)  
(Ntuli, 1978: 7)  
This reveals Mpiyakhe as one who is prepared to die but not ready to face the life after 
death. As a result, he believes that reconciling with Sinqindi will bring a better life after 
death as he believes that there is such life.  
It is a norm in short stories to find a character with personality that opposes what 
people know about him/herself, as it happens in the real world. This is found in the 
short story entitled ‘Iphasika’, where Kholiwe’s parents perceive her as an innocent 
girl who is committed to church and is not interested in youthful behaviour. That is 
revealed in her mother’s comments: “Sinenhlahla thina Baba. Izingane zanamuhla 
ngumsebenzi ukuzisunduzela enkonzweni” (We are so lucky Dad. It is difficult to push 
today’s kids to church) (Ntuli, 1978: 90). Kholiwe’s father agrees: “Kunjalo MaDonda” 
(Indeed MaDonda) (Ntuli, Op cit.). Kholiwe’s mother uses children of nowadays to 
point out Kholiwe’s traits as she compares her with them when she says that they (as 
Kholiwe’s parents) are so lucky to have such a child. This reveals Kholiwe as a good 
girl who is not used to activities that the youth are interested in, such as partying, 
having reckless fun and enjoying themselves.  
Kholiwe’s parents are depicted believing and committed to Christianity. Due to that, 
Kholiwe’s personality is influenced by her parent’s religion. She is revealed as a good 
girl who lives in the rural areas and committed to church. However, when she arrives 
at Durban, she becomes a different person and that is revealed when one of her male 
friends (Ben) asks: “Ufika kangakanani wena kulezi Kholiwe?” (How far do you go into 
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these Kholiwe?) (Ntuli, 1978: 95). Ben is referring to alcohol and Kholiwe replies: 
“Hhayi, mina angifiki kodwa ngingaqhabula nje” (No I don’t but I can give it a try) (Ibid.). 
This dialogue depicts a different personality of Kholiwe. She is earlier known as a 
church girl who does not consume alcohol but here she appears prepared to give it a 
try. Even Velaphi’s comment justifies that this is a different Kholiwe when he says: 
“Hawu, bengingazi ukuthi kanti uKholiwe uyaphuza” (Wow, I didn’t know that Kholiwe 
consumes alcohol) (Ntuli, 1978: 97). This justifies that personality is intangible and it 
cannot be directly transferable, however it can be influenced by the environment. By 
environment, in this context, is meant people one associates with (social environment). 
For instance, back at home Kholiwe morally perceives things in a way that her parents 
prefer them to be perceived. In an environment where parents are not closer, she 
appears with a different personality.  
Characters in short stories are multilingual, they use words or names which are 
sourced from other languages. For instance, in the short story titled ‘Iphasika’, Ben 
and Lucy are names which are foreign to isiZulu language. A character’s personality 
can be changed by life issues. For instance, the way in which the community 
addresses the character or the expectations of society from the character. That is 
found in Sinqindi’s words in the short story titled ‘Uthingo Lwenkosazana’. Mpiyakhe 
confesses how his father inherited the kingship from Sinqindi’s father. After this 
confession, Sinqindi says:   
Yikho ngize ngazenza uhlanya nje ngoba uma ngithi ngiphila 
njengabantu bonke ngizokwanelwa yijozi.  
(That’s why I came back and pretend to be mentally disturbed for, if I 
behave normally, the spear will suit me.)  
(Ntuli, 1978: 11) 
Sinqindi has to change his behaviour in order to be accepted by the community. This 
caption reveals Sinqindi as a trickster person. He tricks the community so that nobody 
should think about killing him.  
It is noticed that characters in short stories are sometimes depicted in such a way that 
they reflect situations that the reader has never experienced before, even though 
these situations do exist. Msimang (1983: 89) elaborates: “The theme of the story must 
 
56 
 
express the view of life and the philosophy of life of its author and his society in order 
for it to be meaningful.” This enlightens that characters picture real life to the reader 
and give the latter a chance to experience what he has never experienced before. In 
elaboration, short stories give the reader a chance to fit in the character’s life and 
experience everything that the character faces in the story.  
In real life, some people are struggling to adapt to change, as a result they remain with 
the same attitude and behaviour in different locations. This also happens in short 
stories. This is demonstrated by MaMpungose in the short story titled ‘Iziqongo 
Zezintaba’, when she screams: “Halala! Zwana kumfana wam! Kuhle kwethu!” 
(Hooray! Look at my boy! Rejoice!) (Ntuli, 1978: 54). This reveals MaMpungose with 
an unchanging behaviour as she uses the rural way of celebrating by screaming inside 
the university hall which is located in an urban setting. She appears as one from the 
rural areas and struggling to adapt to a quiet life style. MaMpungose is revealed as a 
proud woman who values her identity and is not shy to express it.  
In the short story titled ‘Iphasika’, Kholiwe appears adapting to township lifestyle and 
is not sure about everything that she does because she is not used to it. When she 
sees Ben and Velaphi approaching them (Kholiwe and her friend Lucy), Kholiwe asks: 
“Ngenzenjani uma befika lapha Lucy?” (What should I do when they arrive here Lucy?) 
(Ntuli, 1978: 94). This enlightens that Kholiwe does not know how she must behave in 
this area. It also reveals her as a sceptical person who doubts her identity. Kholiwe is 
expected to do what Lucy tells her to do: “Ungalokhu ukhophoza ngoba yinto 
yasemaphandleni leyo. Vele ubabheke emehlweni nje, umonyozele” (Never feel shy 
because that is rural style. Just look them straight in the eyes and smile) (Ibid.). 
Kholiwe is from the rural areas and rural life is a norm to her. Lucy tells her to step 
away from her reality and do what she tells her to do. This reveals Lucy as a bossy 
and callous person as she tells Kholiwe the dos and don’ts.   
In the same short story, Velaphi sounds not impressed about Kholiwe’s behaviour of 
consuming alcohol, as he sees that as an act of losing morals while Ben does not 
notice anything wrong about it: 
Velaphi:  Hawu bengingazi ukuthi kanti uKholiwe uyaphuza. (Wow I was 
not aware that Kholiwe consumes alcohol.) 
Ben:  Mhlawumbe ubenza nje ukuze engasiphoxi. (Maybe she was 
doing it so that she will not disappoint us.) 
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Velaphi: Ukhona umuntu ongahlukana nobuyena ngoba ethi akafuni 
ukuphoxa abantu? (Is there anyone who can disregard her 
manners just because she does not want to disappoint poeple?)
          (Ntuli, 1978: 97) 
In this dialogue, Ben is revealed as a cynical person who believes that people are 
motivated by self-interest, hence he defends Kholiwe’s act. Velaphi, on the other hand, 
appears as a bigoted person who is intolerant of other’s opinion. Moreover, the theory 
of moral relativism contradicts with Velaphi’s comment. “According to moral relativism, 
there is no single true morality. There are a variety of possible moralities or moral 
frames of reference” (Harman, 2000: 77). As far as Harman’s words are concerned, 
what is done by Kholiwe is not morally wrong as Velaphi thinks. Sinnott-Armstrong 
and Wheatley (2014: 453) argue with Harman when they say: “A judgment is a moral 
judgment if and only if the judger does, to be exemplars or paradigm cases of moral 
judgments.” This statement relates with Velaphi as he says: “Bheka nje ngoba 
kwamina yinto engingayifuni, ngisho ukuthinta nje lokhu kokuba nesibindi” (Look at 
me, I don’t like it (alcohol), even to taste it in order to gain courage) (Ntuli, 1978: 97). 
In the short story titled ‘Uthingo Lwenkosazana’, Mpiyakhe fails to reach his destination 
which is to kill Sinqindi. After this incident, he faces Sinqindi and reveals the truth about 
how his father inherited the kingship. He explains everything to Sinqindi and concludes 
by saying: “…nami kwadingeka ukuba ngimesekele ngokwazi ukuthi ekukhuleni 
kwakhe yimina oyolandela.” (…it was necessary for me to support him, knowing that 
once he gets old, I am the one who will take over) (Ntuli, 1978: 8). This dialogue 
reveals Mpiyakhe as an envious person who desires things that do not belong to him, 
as he supported his father in betraying Sinqindi in order to inherit kingship from 
Sinqind’s father.  
Mpiyakhe’s father, Dunguzela, is revealed weak and not feeling well. The name 
Dunguzela originates from the infinitive ‘ukudunguzela’, which refers to the sickness 
of a king. Among amaZulu, sickness is generally called ukugula but when it is a king 
who gets sick, the concept ‘ukudunguzela’ is used to express respect to that king. 
Dunguzela’s not feeling well which is evident in his words: 
Yiqiniso konke lokhu okushiwo uMpiyakhe, nani niyazi ukuthi nezami 
izinsuku azisekho … 
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(All what is said by Mpiyakhe is true, you all know that my days are also 
numbered ...) 
(Ntuli, 1978: 10) 
Dunguzela says these words with an unenergetic voice, which reflects that he is very 
old and not feeling well. That is why he says his days are numbered, which means he 
can die at any time.  
It is noticed that character’s personality does change with life issues. In ‘Uthingo 
Lwenkosazana’, Mpiyakhe turns to be a caring person who is concerned about 
Sinqindi after he (Mpiyakhe) has been bitten by a snake, while he did not care about 
him when things were still going well. In ‘Iphasika’, Kholiwe ends up drinking alcohol 
as she wants to impress her friends by doing something that she is not used to. 
Dialogue in short stories, can portray characters’ personality in different ways, as it is 
discussed above. However, personality does not complete a character, the reader 
needs to have an idea of a character’s physical appearance as well and that will be 
discussed later in this chapter. The next subsection discusses the portrayal of 
characters’ personality through dialogue in folktales. 
3.3.2. In folktales  
In folktales, both living and non-living objects participate in dialogue. Animals, stones 
and human beings do hold a conversation in this genre. Therefore, it is recognised 
that folktale characters are fantastic and presented in an allegorical form, but their 
actions and dialogue do characterise their personality and physical appearance. 
Bulman (2007: 11) defines an allegory as a fictional work which tries to express some 
truth by using symbolic characters, actions and objects. Moreover, characters in 
folktales might express themselves through dialogue like characters from any fiction. 
Flat characters dominate this genre. Bulman (2007: 16) maintains: “Although folktale 
does not dominate the suspense but that does not affect the contemplation of 
anecdotes hence folktales have a few number of characters developing in a 
conventional plot.” In essence, flat characters that appear in folktales are a result of 
conventional plot which has actions that connect to each other to form a rising and 
falling action from the beginning, middle and up to the ending. 
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In folktales, the same character does appear in different folktales, with a familiar name 
and similar traits, which makes the genre dominated by flat characters, “which are the 
characters that are constructed around a single idea or quality and can be described 
in a single sentence” (Msimang, 1983: 103). For instance, the hare (also known as 
Khalulu), mongoose (known as Chakijana) and Hlakanyana appear in many folktales, 
especially trickster tales. They appear with trickery personality, where they trick other 
animals to get what they want.  
In the folktale titled ‘Unogwaja Nebhubesi’, the hare arrives attracted by the smell of 
cooked meat coming from the lion’s pot, but it is afraid to ask for it. It comes with a 
trick, pretending to offer assistance to the lion in thatching the house while its intention 
is to get the meat. The hare approaches the lion saying:  
“Nkosi yamakhosi, kwenzeka kanjani ukuba inkosi enkulu kangaka 
izisebenzele yodwa le misebenzi yokupheka nokwakha?” 
(King of the kings, how can such a great king work alone the chores of 
cooking and building?) 
(Canonici, 1995: 16) 
The lion replies:  
“Woza phela uzongisebenzela, uzonginikeza utshani lapho ngifulela 
futhi ukhwezele umlilo.” 
(Just come and work for me, you will help me by bringing the grass while 
I am thatching and load the woods in the fire.)  
(Op cit.) 
This dialogue reveals the hare as a brave animal who can risk his life to get what he 
wants. It is a risk for the hare to associates himself with the lion since the latter is a 
carnivore and an enemy of the hare.  
The hare sounds as if it respects the lion while that respect is a move to get what he 
wants, which makes him express his envious personality that makes him desire the 
meat that does not belong to him. On the other hand, the lion is revealed as the most 
respected animal that appreciates other animals’ assistance as the hare addresses it 
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as the “King of the kings”. This reveals him as one who is above everyone in the jungle. 
Mtumane (2000: 244) elaborates: “The lion is an animal which is believed to be the 
king of the animal kingdom in the forest because of its viciousness and power. Most 
animals fear it and, as a result, it is often depicted as the ruler over them in folktales.” 
The lion’s response to the hare depicts him as a gullible character, as it does not 
hesitate to accept the hare’s offer.  
The language used in folktales portrays certain character traits. Canonici (1996: 98) 
remarks that “the language used by the ogres is called “yeyeza” or “thefuya” or 
“thekela” and this is sometimes referred to as falsetto.” In this kind of language, certain 
consonants are replaced with others to change the pronunciation of words. This is like 
that so that the audience will be able to discover the one who is being represented by 
the author or the story teller, at a particular time, as an animal (ogre), not a normal 
human being. Moreover, that depends on the performer or narrator hence one who 
performs a similar folktale might not apply a falsetto on the same phrases where the 
other performer uses it.  
Msimang (1983: 181) maintains: “The verbal or literary elements in their turn are 
divided into two streams: the universal and the personal idiosyncrasies.” This means 
some utterances are traditional or conventional and some are individual’s additions. 
Msimang (1983: 182) elaborates by citing Cope’s comment:  
The traditional style is strictly narrative, with the dramatic interludes by 
means of direct speech, dialogue and song, and the impression of direct 
action through the use of idiophones. On the other hand, the individual 
style is mainly a matter of mime and movement, vocal inflection or 
mimicry. 
The author holds the ability to make personal additions to the story, which makes the 
same folktale being presented differently but with the same content and characters. 
Falsetto cannot be considered as a technique of characterising animal speech 
exclusively, as it can also be used in human words with an intention of entertaining the 
reader or audience. This is evident in the folktale entitled ‘UTulube’, where the boy 
who looks after the cattle has to sing a song for the cattle to move. The boy sings: 
“Tulube, Tulube! Awuboni ukuba ngiyabuyawa? We Tulube hamba nje!” (Tulube, hey 
Tulube! Can’t you see I am being killed? Hey Tulube just go!) (Canonici, 1995: 42). 
 
61 
 
The word ‘ngiyabuyawa’ is in the form of falsetto, it is normally pronounced as 
‘ngiyabulawa’ (I am being killed). These words are from the boy who is a human being, 
not an animal, and he is not representing an animal in this particular scene but is 
referring his words to the bull. The boy’s words characterise the bull as one who is 
determined to protect the cattle and does not give up easily. The boy appears as the 
weak character who relies on the bull for protection.  
Folktales use the implicit method to portray words of an animal by introducing the 
concepts that trigger prior information about the one who is talking at a particular time, 
as it is shown in the folktale entitled ‘Inyoni Yensimu Nenyoni Yamasi’. Before the bird 
says anything Canonici (the author) introduces it with “Tshiyo! Tshiyo!” which is a 
sound normally made by a bird. In the folktale a woman weeds and weeds, then 
appears the bird that says: 
“Tshiyo, tshiyo, tshiyo! Wumhlaba kadade lona, olinywa ngamavila, 
ongalinywa yizikhuthali. Magade ‘mbe mbe’, Mphini ‘phoqo phoqo’.  
(Tshiyo, tshiyo, tshiyo! This is my sister’s land, which is being 
cultivated by the lazy ones and not the hardworking ones. Clods ‘pop up 
pop up’, Handle ‘snap snap’.) 
(Canonici, 1995: 35)  
In this caption, the bird is revealed as one who wishes other characters difficulties 
hence it creates difficulties for the woman by making the clods pop up while she is 
hoeing. It is also very informed about the land’s belonging and does not want anyone 
to benefit from it. The bird is too fast to judge other characters as it suggests that those 
who cultivate the land are the lazy ones and not hardworking ones.  
In folktales, characters are portrayed in a way that depicts the personality of other 
characters. For instance, in the tale entitled ‘Maqinase’, the character named Donkey 
is used to portray the rude personality of Maqinase. This is found when Maqinase 
decides to leave his mother and siblings, hoping to come back before they wake up. 
On his way, he meets the donkey who asks: “Ubangephi na weMaqinase?” (Where 
are you heading to Maqinase?) (Canonici, 1995: 6). Maqinase replies “Ngiyeke mina. 
Ungibona ngifanele ukukhulunyiswa into enamadlebe angangawakho?” (Leave me 
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alone. Do I look like one who should be addressed by one with big ears such as 
yours?) (Ibid). 
Maqinase’s response explicitly characterises how the donkey’s ears look like, 
however, the way in which he comments about the donkey’s ears reveals himself 
(Maqinase) as a rude character, who does not respect other characters. When anyone 
addresses him, he just rudely tears him off with words as he even does the same with 
the tortoise. When the tortoise asks the same question he replies: “Utotoba nje ngoba 
ulinde ukubuzana nami imibuzo engicasulayo?” (Do you walk so slowly because you 
want to ask me questions that irritate me?) (Canonici 1995: 6). Maqinase’s personality 
pushes him to behave morally unacceptably, considering the way in which he 
addresses other characters.  
Respect is very valuable in African cultures. Udeze (2009: 57) states: “Respect is one 
of the cultural values held at high esteem in African traditional society. Africans in 
general shower their elders or leaders with great respect.” In line with this statement, 
characters are expected to address each other with respect. If that is not endorsed by 
a certain character such as Maqinase, that character might be considered as rude and 
arrogant. Sinnott-Armstrong and Wheatley (2014: 452) comment: “Whether a 
judgment is moral in nature depends on the intentions or beliefs of the person who 
makes that judgment.” A person who does not respect other people might see nothing 
wrong about Maqinase’s personality. One’s personality is determined by community 
preferences, which means that the acts of the animals who ask Maqinase about his 
journey (above) reflect how caring this community is, as they strongly believe that a 
child is raised by the community, not an individual. Msimang (1983: 101) adds: 
“Folktales concentrate on the community. Each individual is important not in his own 
right but as a member of his community.” 
Characters in fiction are expected to behave like real human beings. That can be 
achieved if characters adopt the traits of real humans. Those traits are governed by 
community preferences. Benetham (1789: 15) elaborates: “The interest of the 
community is one of the most general expressions that can occur in the phraseology 
of morals”. Paradoxically, folktale characters tend to oppose that hence they live as 
individuals. Their behaviour, including deeds, are not common. For instance, in the 
tale titled ‘UMphangose’, after the army comes to Mphangose’s place and kills all the 
people during a war, he decides to go to her sister. On his way he meets Imbulu which 
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says: “Ngizakuhamba nawe ngikuphelezele” (I will go with you and accompany you) 
Canonici (1995: 45).  This reveals Imbulu as a caring character while he is not, hence 
he turns to be selfish and neglecting. When they arrive at Mkhindinkomo’s homestead 
he says: “Mina ngingeze ngahlala nalokhu, isichaka sami lesi, okuzongininda 
ngodaka” (I cannot stay with this thing, this is my slave, which will paint me with mud) 
(Canonici, 1995: 45), referring to Mphangose. This reflects that some folktale 
characters use each other for personal gain, which makes them appear selfish.   
3.4. Dialogue that reveals physical appearance  
Physical appearance is all about the imagined picture of a character. Lukeman (2002: 
1) conceptualises this perspective as the outer life of a character. Fredette (1988: 32) 
maintains that: “Every fiction you read and every film or play you see depends, in 
scene after scene, on the writer’s or actor’s ability to create characters that hold a 
place in your memory”. This means that every character has an aspect that 
differentiates him or her from other characters. The character’s uniqueness can be 
embedded in his physical appearance, which makes it easier for the reader to imagine 
him.  
Nowadays, fiction is presented in texts. Therefore, it may be questioned how the 
reader can convert text into moving pictures. Sibiya (2001: 19) states: “The fact that 
the listeners cannot see the actors in the play necessitates the use of the listener's 
imagination in order to enjoy the play. It is for this reason that radio drama is regarded 
as the 'theatre of the mind’.” While Sibiya’s comments are based on radio drama, they 
are relevant to short stories and folktales as well, as they all share similar 
characterisation devices. Cognitive capability plays a major role in converting 
representations to practical object in order to understand the purpose of their presence 
which is to convey theme (message). Those representations can be conferred through 
dialogue. Millar (2004: 7) comments:  
An implication of practical learning is that practical task aims to develop 
students’ scientific knowledge so it should be seen, and judged, as acts 
of communication and not as opportunities for enquiry. The primary 
criterion which a practical task of this sort should satisfy is that it is an 
effective means of communicating the idea(s) it is intended to convey.  
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This also applies to the understanding of fiction. The reader has to identify characters 
and judge them using the representations provided to produce their physical 
appearance. Oscar (2008: 88) comments: “The characters there, will therefore have a 
chosen and specific physical outlook, a moral standpoint and an emotional disposition. 
These imaginary persons must be grounded in reality in order to convince the reader.” 
Based on this comment, dialogue can play a major role in creating interaction among 
characters in order to produce the triggers that can be used to imagine and memorise 
the characters’ appearance.  
The next subsections discuss the depiction of physical appearance through dialogue 
in short stories and folktales. 
3.4.1. In short stories  
In short stories, authors are skilful in characterising the physical appearance of their 
characters with the use of dialogue. A character’s outer life is fundamental in short 
stories. Characters carry the theme in fiction to deliver a message. The reader uses 
the character’s outer life to connect with the character. Before a character engages in 
a story, the reader is given a picture of how he looks like in that created world. An 
instance is in the short story titled ‘Iphasika’, when MaDonda says to Kholiwe: 
“Bazothini bona abantu uma uzohamba ugqoke le ngubo Kholiwe ziziningi kangaka 
izingubo zakho mntanami?” (What will people say when they see you wearing this 
dress Kholiwe while you have plenty of dresses my daughter?) (Ntuli, 1978: 92). This 
utterance reflects that there is something that is not good about the dress. One might 
view this comment as explicit while it is not, as the author puts it in an ambiguous way. 
MaDonda’s comment reveals the condition of the dress worn by Kholiwe, which is not 
good. Due to this, she suggests other dresses that Kholiwe should consider in order 
to look good. Van Heerden, Daniels, Bolton, and Virasamy (2013: 133) remark: 
“Fashion has become a great form of self-expression. It is a way of telling the world 
who you are and how you feel about yourself.” Kholiwe elaborates these remarks: 
“Phela akusikhona ukuvakasha lokhu mama. Ngiya esontweni” (This is not just a visit 
mom, I am going to church) (Ntuli, 1978: 89). This response enlightens that, that dress 
tells the world that Kholiwe is not out for celebration. It characterises her as a person 
who does not matter how she dresses up and she is not interested in modern fashion. 
In a train to Durban, Kholiwe changes the dress and wears a grey modern pair of 
trousers. Her physical appearance changes from that point as it is revealed by her 
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friend Lucy in the comment: “Hheyi, K.K. usunjena kanti! Bengingeke ngikubone uma 
bengihlangana nawe endleleni.” (Hheyi, K.K. you look like this now! I would not have 
noticed you if I came across you on the way) (Ntuli, 1978: 92). This comment reveals 
Kholiwe as a person who looks different on her arrival at Durban. This means her 
physical appearance at Durban is different from the one she expresses where she 
stays with her parents. The two contrasting physical appearances of Kholiwe are 
confirmed by Lucy in her compliment: “Hheyi, usushaya ezesimanjemanje ngempela. 
Mfana na! Hhu! Wangethusa K.K. (You are wearing modern fashion. You go girl! Hhu! 
You surprised me K.K.) (Ibid.). This comment reflects that Lucy generally knows 
Kholiwe as one who is not interested in fashion. That is why she is surprised to see 
her wearing a pair of trousers. “Dialogue is also an effective way of considering a story 
as it reveals what a character is thinking” (Yantolo-Sotyelelwa, 2006: 22). It is clear 
that Lucy has so many thoughts about Kholiwe’s new physical appearance.   
Kholiwe doubts her appearance and says: “Kuyabukeka kodwa Lucy?” (Does it suit 
me Lucy?) (Ntuli, 1978: 92). Lucy replies: “Wena ayikho into engeke yakufanela. 
(Everything can suit you) (Ibid.). This dialogue reveals Kholiwe as a person who has 
a beautiful body that can be suited by any clothes, provided that Lucy is not just being 
sarcastic.    
Fenson and Kritzer (1966: 18) maintain: “It has been said that fiction mirrors life and, 
as a consequence, what we see reflected in a fiction is a reflection of ourselves as we 
exist within the framework of human experience.” It is normal in real life that people do 
change with the various locations or situations. For instance, the physical appearance 
of a person at a funeral differs from that of one at a party. This is revealed in the 
dialogue above, where Kholiwe pretends not to be interested in fashion when she is 
closer to her parents and wears trousers in their absence.  
Authors sometimes reveal the physical appearance of characters in a comparative 
way. This is found in the short story titled ‘Unyaka Omusha’, when an old man says to 
a younger man: “Wena usemncane kakhulu ukuba ungazi lokho” (You are still too 
young to know that) (Ntuli, 1978: 34). While describing the young man as young, the 
old man compares him to himself. This reveals him (the old man) as the opposite of 
the young man, which means he is old. The old man continues: 
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“Awubheke nobuswana buseyimpulule ungathi obentombazana! 
Uyabubona obami, bonke lobu boya busho ukukhathazeka. Awuboni 
nje, sebuqala nokuba mhlophe?”  
(Look at your small face, it is still fresh like that of a girl! Look at mine, all 
this hair reflects worries. Don’t you notice that it begins to be grey?)  
(Ibid.) 
The old man continues describing the young man’s physical appearance while he 
implicitly reveals his own physical appearance by using comparison. From this 
dialogue, the reader is able to identify how both, the old man and the young man, look 
like.  
The speech of a character can reveal something about his/her physical appearance 
as it is discussed above. Mtumane (1995: 51) says: “Characters in a novel may thus 
be expected to be endowed with the qualities of living persons.” Although this 
comment is applied to the novel, it relates to short stories as well, as both genres are 
kinds of modern narrative fiction. If the reader cannot imagine or have a mental picture 
of the characters’ physical appearance, that particular character lacks in qualities of a 
living person and might not be identified as representing a real human being.  
The use of dialogue in revealing the physical appearance of characters in short stories 
is discussed above and the next sub-section focuses on how dialogue reveals physical 
appearance in folktales.  
3.4.2. In folktales 
Folktales mostly rely on performance and narration by the storyteller to demonstrate 
the physical appearance of characters. In a text, the physical appearance can be 
revealed through dialogue and other implicit characterisation devices such as thoughts 
and actions. Most of the time, the first and second introductory paragraphs of a folktale 
are used to describe how the main character looks like (physical appearance), as a 
result, there is little that can be discovered in a tale by the reader that implicitly reveals 
the character’s physical appearance. In folktales, the author does not focus on 
characterising the physical appearance of characters, as that might confuse the reader 
and the author himself. Folktale presenters avoid the attention required by the process 
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of characterisation. In essence, they end up repeating the same characters with similar 
names and traits. Fenson and Kritzer (1966: 20) comment:  
The writer must be highly selective in deciding what will be included and 
what will be excluded in the presentation of his story. The process of 
selectivity enables us to read a story in terms of the author’s purpose 
rather than in terms of what our own irrelevant biases impose upon a 
story. 
To avoid a long process of creating convincing characters, folktale narrators use 
characters which are already known by the audience so that their focus will be more 
on the theme, not on character creation. Even when different characters are used, 
they are mostly found in other folktales already or are used to convey similar themes. 
Canonici (1995: 22) defends this practice in his comment: “… characters of familiar 
tales might change to demonstrate the performer’s freedom of telling a tale”. For 
instance, the tale titled ‘Waze Wangiweza Phela’ (Canonici 1995: 18) and the one 
titled ‘Impunzi Nochakide’ (Canonici 1995:14) have similar themes conveyed by 
different characters and this is a norm in folktales. This also happens in the tale titled 
‘UTulube’ (Canonici 1995: 42) and the one titled ‘UMshayandlela’ (Canonici 1995: 40). 
There is little that is found in folktales revealing the physical appearance of characters 
through dialogue. When it is found, it becomes an addition to what is explicitly 
described. However, some few instances of this revelation are found in some folktales. 
In the folktale titled ‘Yazilaya Imbila’, the rock-rabbit compliments the donkey by 
saying: “Waze wamuhle umsila wakho malume uMadlebe” (Your tail is so beautiful 
uncle Ears) (Canonici, 1995: 45). In this caption, the rock-rabbit addresses the donkey 
as Madlebe (Ears) due to the fact that the donkey has big ears and a long tail, as the 
rock-rabbit compliments it. That is why these two features are foregrounded in the 
rock-rabbit’s comment. The size of the ears is further confirmed by Maqinase in the 
tale titled ‘Maqinase’ when he says: “Ngiyeke mina, ungibona ngifanele 
ukukhulunyiswa yinto enamadlebe angangawakho?” (Leave me alone, do I look like 
someone who should be addressed by one with big ears as yours?) (Canonici, 1995: 
6; cf. 3.3.2). This comment reveals the donkey as having big ears. In real life, the 
donkey is also known of big ears. The rock rabbit emphasises this appearance by 
calling it ‘uncle Ears’. In most cases, folktale characters are presented fantastic but, in 
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this scene, the donkey is revealed as the normal donkey that most people are familiar 
with. 
While the rock-rabbit calls the donkey malume (uncle) above, in the tale titled ‘Yazilaya 
Imbila’, the donkey addresses the rock-rabbit as nephew when it says: “Nami ngisho 
njalo mshana” (indeed nephew) (Canonici, 1995: 45). It is observed that, this word is 
used to call a young or small character when its name is unknown or not used to refer 
to it. Therefore, the donkey uses it to reveal that the rock rabbit is a smaller animal 
compared to him. Folktale characters like to address smaller animals as nephew and 
big ones as uncle. This way of naming does not associate or describe any kinship 
amongst the characters as it is normally used in the real world. However, it describes 
the size of the character, which points to the animal’s physical appearance.   
Small animals normally address each other as cousins, therefore, if characters 
address each other as such, that puts the reader in a position to imagine the character 
as a small animal while uncle refers to a bigger one. This is evident in the tale titled 
‘Yazilaya Imbila’. The rock rabbit and the hare address each other as cousins, as it 
appears when the rock rabbit compliments the hare’s tail: “Hawu waze wamuhle 
umsila wakho mzala” (Wow, your tail is so beautiful my cousin) (Ibid.). The hare 
replys: Ngiyabonga uma uwuthanda mzala. Nawe owakho uyeza uza nomalume 
umpisi. (Thanks if you like it cousin. Yours is coming with uncle Hyena) (Canonici, 
1995: 4). The two concepts reflect the size of the two characters naturally and 
physically. The hare and the rock rabbit are both small and the hyena and the donkey 
are bigger than the two small ones. It is for this reason that the rock-rabbit and the 
hare address each other as cousins while the rock-rabbit refers to the donkey and 
hyena as uncles. The dialogue between the rock-rabbit and the hare reveals that the 
latter has a tail while the former does not have, hence the statement (yours is coming 
with uncle hyena).  
Folktales often reveal the physical appearance of characters using an interrogative 
question. This happens in a tale titled ‘UMphangose’. Imbulu goes with Mphangose to 
(Mphangose) her cousin Mkhindinkomo. On their way, Imbulu smears Mphangose 
with mud and pretends to be Mphangose and calls Mphangose his slave (cf. 3.3.2.) 
Mkhindinkomo characterises the fake Mphangose using the interrogative question: 
“Hhawu Mphangose kodwa usuwenziwa yini ukuthi ubenjena? Lokhu wawumuhle 
kangaka.” (What makes you look like this Mphangose? Because you were so 
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beautiful.) Imbulu replies: “Ubuhle bami baqedwa ukuhlupheka.” (My beauty was 
eradicated by sufferings) (Canonici, 1995: 45). Imbulu’s comment about its ugliness is 
not true as it does not appear suffering in the tale but it is naturally ugly. This 
communicates that the real Mphangose is more beautiful compared to Imbulu although 
her beauty is hidden by the mud, as it is earlier narrated in this folktale that the Imbulu 
says to her: “Kakhumule izimpahla zakhe” (She must take off her clothes). She takes 
them off. “Yayisithatha udaka, isiluxova. Yayisimhuqa ngalo.” (It takes the mud, 
wedges it and smears her with it) (Canonici, 1995: 45). In this scene Mphangose, as 
a human being, is revealed as a beautiful character while Imbulu, which is an animal, 
is revealed as an ugly character. The real Imbulu is a fantastic character as it plays 
the role of a human being (real Mphangose) while it is not human.  
3.5. Comparison of dialogue between short stories and 
folktales 
This subsection outlines the similarities and differences with regard to the use of 
dialogue in revealing character personality traits and physical appearance between 
the two genres. Folktales are a theme driven genre, they concentrate on the theme at 
the expense of characterisation. This is contrary to short stories, where all the 
elements, including characterisation, receive utmost attention. It is found that both 
genres do use dialogue to portray characters. However, folktale characters tend to 
have a single character profile as their inner and outer life does not contradict. On the 
other hand, short stories may have characters that appear with contradicting 
perspectives such as changing personality or physical appearance. In short stories, 
only human beings participate in dialogue while in folktales animals and human beings 
do participate. In some instances, even non-living objects do participate. Further 
comparison is outlined under the subheadings; ‘personality traits’ and ‘physical 
appearance’ respectively below.  
3.5.1. Personality traits   
Character personality is not very dialogised in folktales. The capabilities of a character 
are not fully utilised in dialogue while in short stories characters exercise every 
dialogue which they are allowed to by the author. Dialogised characterisation does not 
dominate in folktales as compared to short stories, where characters reveal 
themselves. In folktales, all characters are able to communicate verbally, regardless 
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of whether they are human beings, animals or even non-living objects. However, in 
short stories, animals and non-living things do not talk.  
Religion does not appear in folktales while in short stories, characters are revealed 
expressing their beliefs in terms of religion. For instance, in the short story titled 
‘Iphasika’, Khathi’s family believe in Christianity, even their child is named ‘Kholiwe’ 
(The-believing-one) (Ntuli 1978: 92). On the other hand, in a short story titled ’Uthingo 
Lwenkosazana’, Mpiyakhe believes in ancestors as he says:  
Sengibona lifezeka iphupho likaSinqindi ngoba mina sengiyafa, 
engibona ukuthi lokhu kwenziwe yibona abaphansi ebebengafuni 
ngiphathe lelizwe.  
(I can see Sinqindi’s dream comes true because I am dying which I think 
it was done by the ancestors who didn’t want me to lead in this land.) 
(Ntuli 1978: 9) 
In short stories, characters believe that there is life after death. Ancestral belief and 
Christianity do appear in this genre as it is revealed in the words above and discussed 
earlier (3.3.1.). Religion gets omitted in folktales. Characters in folktales do not 
necessarily reveal themselves but, mostly, the theme (message to be conveyed), while 
in short stories characters express both themselves and the theme simultaneously. 
Folktales share and repeat characters with similar personality traits and abilities. As a 
result, the introduction of new characters is avoided while that is not an issue in short 
stories hence each short story comes with its own characters. In folktales the reader 
is influenced by the first paragraph, where there is no much dialogue, in judging the 
character while in short stories the reader enjoys the freedom of judging a character 
using his or her own perspective, based on the dialogue of characters.  
In folktales, characters address each other with names that qualify them. As a result, 
folktales use characters with similar names and traits, unlike short stories. Short 
stories come with new characters with unique traits and names, while folktales repeat 
the same characters with familiar traits. In short stories, geographical setting and 
social circumstances influence characters’ personality and their behaviour while that 
perspective has no influence on folktale characters. 
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3.5.2. Physical appearance 
Both genres use rhetorical questions to characterise the physical appearance of 
characters. They do reveal the physical appearance of characters in a comparative 
way. Characters in short stories are relevant to the reader’s experiences as compared 
to folktale characters which are mostly not. In short stories, characters express the 
appearance that the reader is familiar or may associate with. Fashion is not dialogically 
included in folktales while it is done so in short stories.  
Physical appearance in folktales is explicitly demonstrated in the first and, sometimes, 
second paragraphs and dialogised characterisation comes as an addition, which limits 
the reader in judging the character. In short stories, characters get engaged in 
dialogue during the course of the story and the reader is not limited in judging them. 
Characters’ physical appearance in folktales is also revealed through names that are 
included in the way characters’ address each other. In short stories, it changes with 
location while it remains’ the same in folktales. 
3.6. Conclusion  
This chapter has examined the use of dialogue in short stories and folktales, with the 
aim of depicting personality traits and physical appearance. The concept of dialogue 
was defined, followed by the importance of this device in revealing characters’ 
personality traits, where the discussion is grounded on both genres. Dialogue that 
reveals physical appearance came later, before the comparison of dialogue between 
short stories and folktales was made.  
Dialogue plays a massive role in revealing the true colours of a character.  As a result, 
a character’s personality cannot be judged without considering the character’s 
comments or what he/she says. It is observed that, while both genres use dialogue to 
portray characters, folktales use this device very minimally. In folktales, dialogue often 
focuses on the theme of the tale and not on portraying the character. On the other 
hand, in short stories characters express themselves through dialogue. The dialogue 
that is found in folktales either involves the main character or is about the main 
character. In short stories, even the story teller can be a character, where the story 
teller narrates the story as the first person. Other characters, who are not necessarily 
the main ones, also do engage in dialogue that reveals their traits.    
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CHAPTER FOUR 
ACTION 
4.1. Introduction 
This chapter compares the employment of actions with the aim of depicting the 
characters’ personality traits and physical appearance in Ntuli’s short stories and 
Canonici’s folktales. The concept of actions is defined, followed by a discussion of 
actions that reveal personality traits where the utilisation of actions in the respective 
genres is evaluated. Actions that reveal the physical appearance of characters are 
discussed later, before the comparison of actions employed in short stories and 
folktales. 
4.2. The concept of action  
Action literary refers to the active and passive movement of characters within a fiction. 
The reader may consider it to judge the character’s personality traits and physical 
appearance. Baldick (2001: 3) defines action as the process or state of being active, 
an act that one consciously wills and that may be characterised by physical or mental 
activities.  Schimid (2009: 217) adds: “It is an intended behaviour, i.e. behaviour that 
has some “subjectively intended meaning”. For an action to be a proper object of 
interpretive social science, it has to meet certain requirements that keep one active.” 
These definitions enlighten that if there is nothing active in a story, there will be no 
existence of action. However, von Mises (1998: 13) diverges from this idea, as he 
mentions passive as also part of action in his definition:  
Action refers to the employment of means for the attainment of ends. To 
talk or not to talk, to smile or to remain serious, may be action. To 
consume and to enjoy are no less action than to abstain from accessible 
consumption and enjoyment. Praxeology consequently does not 
distinguish between “active” or energetic and “passive” or indolent man. 
It is clear that when it comes to action, physical movement is not that necessary, even 
doing nothing is also an action. What counts more in action is the attainment and 
change that can be achieved through physical engagement or through acquiescence. 
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Melser (2004: 242) elaborates: “Action is that which is expressed by verbs.” Therefore, 
thinking is also an action, however it is mental action. When one is thinking, one might 
not move or do anything physically, but one is engaged in action. Zulu is a language 
that is rich in figures of speech. As a result, it is not only verbs that symbolise action, 
as ideophones can also be used to enhance action.  
Van Dijk (1975: 218) comments: “Whereas “doings” are real, extensional objects, 
actions are intentional objects, to be identified by our interpretations and descriptions 
of doings.” This means characters engage in actions which are physical or mental 
activities.  
Small (2014: 66) maintains that: “character traits may be indicated by either one-time 
or habitual actions. Shezi (2001: 30) elaborates: “Actions, which are one time usually 
tend to evoke the dynamic aspect of the character. The habitual actions tend to reveal 
the character’s unchanging or static aspect.” This reflects that a person can do similar 
things for several times while another can do it once. Actions are situationally driven. 
An individual has to determine the context first, before he actively responds to 
something.   
The above scholars emphasise attainment or change as the reflection of action, it does 
not matter whether one acts mentally or physically. Paradoxically, in written fiction, 
everything is fixed and there is no movement that can be captured through the eye 
sense. That evokes the question; how can action be identified in a written text? It is 
the responsibility of the reader to discover actions included in a text by observing used 
verbs. Anything that keeps a character moving is an action that needs to be identified 
by the decoder. It can be abstract (passive), such as understanding, thinking, and 
perception; or concrete (active) such as fighting, running and responding to certain 
situations. Sibiya (2001: 18) cites Makhambeni as saying: 
Umdlalo womsakazo ulotshelwe wahlelelwa ukulalelwa kuphela. 
Kusobala-ke ukuthi iminyakazo, izenzo nemizwa yabadlali singeke 
sayibona ngamehlo.  
(Radio play is written and produced only to be listened to. It is obvious 
that we cannot see the actions and feelings of actors.) 
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This is similar to written fiction, where one cannot see any movement but only written 
words that can be understood when reading it. Sibiya (2001: 19) further maintains: 
“The fact that the listeners cannot see the actors in the play necessitates the use of 
the listener's imagination in order to enjoy the play. It is for this reason that radio drama 
is regarded as the 'theatre of the mind’.” This also applies to short stories and folktales. 
The reader cannot see the physical movement of characters but his (reader) cognitive 
faculties play a significant role in making characters become imaginably active by 
creating his own images of what is taking place in the story.  
Regarding radio drama, Moeketsi (1988: 5) argues: “It is the ear that must capture the 
qualities of scene and action that ordinarily would come through the eye, and transmit 
them to the mind and the motor centres.”  With written fiction, such as short stories 
and folktales, it is the eye that captures the words that are written. When the words 
are transmitted to the mind, the latter imagines what action words are referring to. The 
author or the character himself when narrating his own deeds and those of other 
characters, when they tell what other characters do, can narrate action in fiction. 
Ndebele (2007: 27) sees characters as different from human beings in his comment: 
“Moreover, there are vital differences between characters and living people. To name 
but a few, a person is an individual performing actions while a character is an agent of 
action.” This means that, in fiction, action cannot take place without characters. Even 
though characters need action to express their existence, actions are crucial to reveal 
characters as living persons created by the author. Without action, there will be no 
“theatre of the mind” as Sibiya (2001: 19) suggests that without the movement there 
will be no plot and events that will take place within a story.  
 Boshego (1993: 75) elaborates:  
Characters influence events in a story. We learn a great deal about them 
by closely observing their actions. We take note of the way that 
characters behave in different situations as well as how they behave 
differently from one another when sharing the same situation.  
This statement elucidates that actions do not create the outlook of a character only 
they also paint the setting of the story. For instance, a character might appear putting 
his helmet in position before he pushes the wheel barrow. That will reveal the 
construction worker who is in the work place doing his job. 
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Kendon (2004: 15) maintains: “Whether an action is deemed to be intended or not is 
something that is dependent entirely upon what action appears to others.” In 
elaboration, one who engages in action is like a signifier. He formulates ways of 
communicating and expressing himself using action. This makes one realise the 
difference between lifting a hand to greet someone and lifting a hand to beat someone. 
The one who has to respond to that action has to interpret the signal displayed by the 
signifier. 
4.3. Actions that reveal personality traits   
It makes sense that in real life nobody can accurately judge a person from actions, as 
people may pretend. Small (2014: 67) argues: “In real life, not everything people do is 
a characteristic of them, but this is not the case in a literary work of art.” Small’s words 
elucidate that, contrary to the real world, characters in fiction can be judged more 
accurately with actions, depending on how the narrator portrays them. Marshall (1998: 
142) states: “Action is the mode that fiction writers use to show what is happening at 
any given moment in the story”. This clarifies that characters in fiction also appear 
through action. Action is the key device of making the story memorable. Characters in 
a story are revealed through actions which might include walking, gestures, and facial 
expressions.  
Living objects make most demonstrations and movements in fiction. These objects act 
in a way that is expected by community.  Floistad (1982: 7) maintains that: “To act is 
often (perhaps most often) to act within a social role. That is to say, one’s action is 
governed by the rules that constitute the role. The intention guiding the action certainly 
belongs to an individual.” This means that people can behave in a common way 
although they express individuality within that commonality, which the reader 
considers when judging a character’s personality. Zulu (2003: 77) adds:  
It is important that the characters depict some people in the society. 
People will always differ even if they do the same job, which means they 
have the same social position and status. This uniqueness emphasises 
that they are alive and real.  
This means their actions can characterise them collectively and also as individuals. 
For instance, two policemen at work might appear interviewing a suspect using similar 
questions but the tone in which they ask those question might be different, as it is 
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influenced by individual personalities. This is clearly demonstrated in short stories 
while it is blurred in folktales.  
Character actions might be interpreted in various ways. Kendon (2004: 15) states: 
“The judgement of an action’s intentionality is a matter of how it appears to others and 
not a matter of some mysterious process by which the intention or intentions 
themselves that may guide an action may be known.” This reflects that an encoder 
might judge certain actions negatively while the other one sees nothing negative about 
them. It means the way in which one perceives a character’s action is influenced by 
his or her social background. Msimang (1983: 100) comments: 
Indirect method of characterization is very synthetic and the character 
looms before the reader’s eyes as someone he knows or can recognize. 
Simply by observing that character’s actions and behavior he is enabled 
to form his own opinion about them; to infer their motives and emotions. 
The phrase “his own” clarifies that each reader may form an opinion that is different 
from that of others regarding the action of a particular character. From the same action, 
different readers may form different opinions. These comments emphasise that 
characters can be judged through their actions. The author can use his or her own 
personality to influence his character’s personality. As a result, Tennen and Suls 
(2013: 84) elaborate: “Authors can be rated on personality traits in the same way as 
characters are, and the profiles of authors can be compared to the profiles of their 
creations.” As far as this statement is concerned, the personality of a character 
portrayed in fiction is influenced by the personality of the author. If the author has 
experienced something before, there is high possibility that his or her character’s 
personality plays around that.  
Actions do reveal an individual’s personality. Thus, nobody is innocent like a new born 
baby, which means people wait for one to act so that they can judge his personality, 
as actions speak louder than words. Von Mises (1998: 14) comments:  
The new-born child is not an acting being. It has not yet gone the whole 
way from conception to the full development of its human qualities. But 
at the end of this evolution it becomes an acting being. However, the 
statutes and biology consider them to be men, they lack the essential 
feature of humanity. 
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Von Mises points out that, there are essential features that make an individual qualify 
to be an active being. It is not that simple to judge a child who lacks those features, 
which also applies to characters. Characters may not be judged without actions since 
action is one of the devices that complete a character. Actions play a major role in 
confirming what one has said, as actions speak louder than words. This means that 
actions conclude the judgement about the character’s personality. 
Characters included in fiction are not statues but are portrayed as living human beings 
who are real in their own world created by the author. Rahim and Rahiem (2012: 455) 
point out: “Stories are effective in providing role models, opportunities to discuss moral 
dilemmas, and have the potential to contribute significantly to the moral education of 
children and adults.” This means that those characters sample other parts of life to the 
reader by engaging the reader in fiction through their self-expression. The ensuing 
paragraphs discuss the employment of actions to reveal the personality traits of 
characters in short stories and folktales.  
4.3.1. In short stories  
It is human beings who mostly engage in action in short stories. However, animals are 
no exception as they can appear playing the role of animals. For instance, a dog might 
be presented barking at someone. It is normal for a dog to do that but if that is done 
by a human being, it would change the short story and make it a folktale (something 
fantastic).  
Gule (1996: 79) states: “Action reveals character. In order for a reader or audience to 
understand characters, they must be seen in action including the interrelationship of 
characters. Action involves conflict, and conflict is desirable because it contributes to 
suspense.” Based on Gule’s comments, characters engage in actions that involve 
conflict as it appears in the short story titled ‘Ebusika’, when Simanga is released from 
prison. He goes with his uncle Ncanana to look for a job. On their way back home they 
meet the two Shabalala brothers. The author narrates their conversation as follows:  
Ambone uSimanga. Ambingelele. Amtshele emazinyweni athi asize 
angazitsheli ukuthi uzophumula. Izilonda ezadaleka eminyakeni 
eseshumini nesithupha eyedlula azikapholi. Eqinisweni ziyabhibha.  
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(They saw Simanga. They greeted him. They told him straight that he 
must never think that he will ever find peace. The wounds that were 
created sixteen years ago have not yet healed. In fact, they are still 
sceptic.) 
(Ntuli, 1978: 48) 
The narrated action above depicts the personality of the Shabalala brothers. It reveals 
them as people who hold grudges and never forgive easily, as they remind Simanga 
about something that took place sixteen years ago and emphasise that, instead of 
healing from those pains, the situation is getting worse. Simultaneously, Simanga’s 
past behavior reveals him as a cruel person. Although he seems changed, his past 
behavior is negatively affecting his present life. This means that his behaviour that led 
him to prison did not sit well with the Shabalala brothers, therefore he is regarded as 
a cruel and selfish person, who did not think about how others will feel as a result of 
his deeds which led him to prison. This is reflected in the response of the Shabalala 
brothers when they see Simanga. His appearance reminds them the past difficulties 
that he put them through. When they remind Simanga about the past, he just keeps 
quiet and does nothing until his uncle intervenes: 
UNcanana athi uzama ukuyembeza ngokusho ukuthi kwakusekhona 
nobungane kuSimanga manje sekuyindoda, laba balisa bathi uma naye 
uNcanana evuna indodana yomfowabo, uyozisola ngelinye ilanga.  
(Ncanana tried to calm the situation, saying some of his (Simanga) 
deeds were childish and he is a man now. The two brothers said, if 
Ncanana overprotects his brother’s son, he will regret it one day.) 
(Ntuli, 1978: 48) 
When Ncanana tries to calm the situation, the three brothers warn him. That act 
reveals the Shabalala brothers as persons who do not forgive as it appears that 
Simanga has wronged them by killing their relative many years ago but they still talk 
about it as if it happened yesterday. 
It is a norm for short stories to include round characters in fiction. Oscar (2009: 92) 
defines: “A round character is the one that surprises us and resembles people in real 
life.” Khoza (2006: 53) elaborates “A round character usually changes under certain 
 
79 
 
circumstances of the story and are full of surprises and are unpredictable. They are 
true to life and convincing. They are dynamic and revolving characters.” Abrams 
(1999: 31) adds:  
A round character is complex in temperament and motivation and is 
represented with subtle particularity; such a character therefore is as 
difficult to describe with any adequacy as a person in real life, and like 
real persons, is capable of surprising us.  
It is clear that round characters appear with contrasting personalities, which makes 
one find it difficult to predict the character’s final nature. They are full of surprises and 
relevant to real beings. In the short story titled ‘Ebusika’, Simanga appears with double 
and unrelated personalities. At the beginning of the story, he is released from jail:  
Konke akakubonayo akakukholwa kahle. Kuyena konke kufana 
nephupho. Uma ethi jeqe ngemuva azibone izindonga ezimagqinsi 
zejele.  
(Whatever he sees he does not believe. With him everything is like a 
dream. When he looks behind, he sees the strong walls of the prison.)  
(Ntuli, 1978: 44) 
This action confirms that Simanga is recently released from prison. The act of looking 
behind proves that he is outside, leaving the prison building and feeling the freedom 
of the world.  
When it comes to implicit characterisation, the author can use words that evoke certain 
traits of the character. Pitkanen (2003: 27) conceptualises these words as frame 
triggers which he defines as: “Frame trigger is a context or situation sensitive word, 
phrase or formula which can be used for triggering the attached and the associative 
knowledge of this frame.” Therefore, the concept ‘prison’ is associated with criminals 
and cruel individuals who do not care about others’ rights and freedom. Since Simanga 
appears in the story together with the word ‘prison’, that automatically characterises 
him as a criminal and a cruel individual, who is expected to behave as such. This is 
witnessed by the way people interact with him in the bus: 
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Endleleni usebona amehlo abanye ede ethi jeqe ngakuye. Abanye 
sebehlebezela phansi. Wonke la mehlo ambhekayo awanakwenama. 
Axoxa indaba yokwenyanya nokudinwa. Bonke bade bemnyokoloza.  
(On the way, he sees people’s eyes staring at him. Some are 
whispering. Their eyes reflect the worries. They tell the story of anger 
and grumpiness. They all aggressively stare at him)   
         (Ntuli, 1978: 45) 
The bus passengers’ actions reflect that they still remember the wrong deeds of 
Simanga and that he is not yet forgiven, although he spent sixteen years in prison. 
People have concluded about what to expect from his behaviour. The way they look 
at him means they are neither happy nor comfortable about his release. Whispering 
reflects that they are afraid of him, they don’t want him to hear what they are saying. 
They all aggressively stare at him to express their anger about his release.    
Paradoxically, when the story goes on, Simanga appears as the beacon of hope as 
he fantasises himself helping people:  
Uzibona eseqale amasimu amakhulu okuphithizela kuwo abantu 
abasebenzayo. Bonke bazosizakala bazothenga ukudla okunomsoco 
ngemali ephansi.  
(He sees himself starting huge fields with busy people who are the 
workers. All of them will benefit, they will buy healthy food at a low price.) 
(Ntuli, 1978: 44) 
This reveals Simanga as a caring person who hopes for a good role in the community. 
He even bothers himself about the well-being of the community members, the 
importance of fields, job creation and its contribution to health.  
Everything changes when Simanga finds out that his mother had passed on and the 
Shabalala brothers do not welcome him in the community. He turns to be a weak 
person who is unable to face the consequences of his wrong deeds. He seems to be 
suffering from flue: “Ungathi uyagodola… uyagodola, uyambona usemanzi te” (You 
might think he is feeling cold, out of the blue he becomes too wet due to sweating) 
(Ntuli, 1978: 50). This reflects that Simanga is experiencing a strong flue which makes 
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him a weak person, who cannot stand difficult times. He appears with a contradicting 
personality as he first appears as a criminal, who changes to be a community asset 
and a caring person. Before that gets fulfilled, he becomes hopeless after meeting the 
Shabalala brothers.  
Sebeho (1996: 15) maintains: “The reader will deduce a character’s personality 
through what the character does, says, thinks and behaves.” This reflects that a 
character’s personality can be sourced from his interests, including his or her dos and 
don’ts. In the short story titled ‘Iphasika’, Kholiwe appears as one who does not care 
about how she wears. At home, her mother makes some negative comments about 
her dress when she tells her that it does not look good. Kholiwe responds as if she 
does not care about what she wears. In a train to Durban, when she is about to arrive 
at her distination, she goes to the restroom to wear modern trousers:  
Agqoke aqede, athi ukuthula. Uyacabanga ukuthi konje abazali bakhe 
bangathini uma bengena lapha manje bambone esefake la mabhulukwe 
esimanjemanje kanti abawafuni nokuba bewabone.      
(She finishes dressing up and keeps quiet. She thinks about what her 
parents would say if they were to enter here now and find her wearing 
this modern pair of trousers, yet they do not like them at all.)     
(Ntuli, 1978: 91) 
This action characterises Kholiwe as a trickster person. Balton, Daniels, Virasary and 
van Heerden (2013: 132) remark: “The clothes you wear and the fashion you follow 
tells other people a lot about you. It tells them who you are and how you feel about 
yourself.” Kholiwe’s parents have a different picture of her. They know her as a girl 
who does not bother herself about modern fashion, as a result they never saw her 
wearing a pair of trousers. They have a belief that trousers are not suitable for girls, 
which is the reason why they do not like them at all. However, Kholiwe appears 
different in the absence of her parents as she even wears trousers. This makes it 
difficult for one to assume Kholiwe’s personality because she does not stick to a single 
practice. She is a real round character. 
Some of the characters in short stories are flat characters. “These characters hardly 
surprise the audience/listener or the reader as they do not change their wellbeing. 
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Even if they do try, they are therefore regarded as not true to real life because people 
change under certain circumstances” (Khoza, 2006: 52). Canonici (1996: 147) adds: 
“Such characters are not true to life. They are immediately recognised. They can be 
described in a single sentence or even single word e.g they are greedy and stupid 
cannibals.” Oscar (2008: 93) agrees with Canonici in his comment: “Flat characters 
are therefore not dynamic and minor. They are easily recognised and not true to life.” 
In a nutshell, flat characters do not change with the setting or circumstances. They 
appear with similar personality traits, regardless of the different circumstances.  
In the short story titled ‘Iziqongo Zezintaba’, MaMpungose does not change with social 
circumstance. That appears when she enters the graduation venue during his son’s 
graduation:  
Angene ayothi bobofiya ngasodongeni, athule. Abalapha endlini bade 
bemjeqeza anganaki nje yena. 
(She enters and folds herself next to the wall and keeps quiet. Those 
who are inside the hall stare at her and she does not mind them.) 
 (Ntuli, 1978: 55)  
These actions reveal MaMpungose as one who is proud of his culture and not shy to 
express it. The act of not sitting on the chair depicts her as a person who does not 
change with different circumstances. At home she sits on the mat. If it is not available, 
she sits on the floor. She does not mind whatever people say about her. She does 
things in her way as illustrated when the name of her son is called in the graduation 
ceremony: “Lanele labizwa wagxuma wama ngezinyawo uMaMpungose wamemeza: 
“Halala”” (When they called it, MaMpungose jumped up and screamed: Hooray). (Ntuli, 
1978: 55). MaMpungose expresses her excitement towards her son’s achievement. 
The way she expresses it depicts her as a confident woman, who is not shy to express 
her excitement. She is not easily intimidated by what other people say or think about 
her. 
MaMpungose’s son (Misumuzi) rejects her many times. He does not inform her about 
his graduation ceremony. She thinks her child is joking about denying her until: 
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Waze wakhanyelwa ilokho mhla ezwe ngosizwile ukuthi indodana yakhe 
iphumelele ezifundweni zayo, bazobe benomkhosi wokugaxwa 
iminyezane ngoMgqibelo. 
(It only sank in when she heard the rumours that her son had 
successfully completed his studies, they will be having a graduation 
ceremony on Saturday.)       
            
(Ntuli, 1978: 59) 
Misumuzi also rejects MaMpungose when she visits him at university. When 
MaMpungose approaches Misumuzi, he runs away saying: “Mvimbe baba, angimazi 
lomuntu,” (Block her uncle, I don’t know this person) (Ntuli, 1978: 59). As if all that is 
not enough, he also does not welcome her even at hospital when he is sick: 
“Nasesibhedlela imbala ubengiphika kungavumi angibize ngonina” (Even at hospital, 
he denied me and refused to call me his mom) (Ntuli, 1978: 58). Regardless of what 
Misumuzi does to his mom (MaMpungose), she continues taking care of him, which 
depicts her as a caring person who does not hold grudges and does not believe in 
revenge.  
Misumuzi is also revealed as a proud person who undermines those who adhere to 
their culture and not educated, as it is revealed in the authors narration:  
Uma kwenzekile wathi uyayisola ingane yakhe ivele imtshele 
emazinyweni ukuthi ayizalwa umuntu ofaka isidwaba nemiyeko yona. 
Bangathini bona abangani bayo uma bezwa ukuthi unina usesemuva 
kangako?   
 
(If she tries to call her child into order, he just tells her straight to her face 
that he is not born by a person who wears isidwaba and imiyeko. What 
would his friends say if they hear that his mother is still living anciently 
like this?) 
(Ntuli, 1978: 53) 
The reason for Misumuzi to rejects his mother is isidwaba and imiyeko. “Isidwaba” is 
a traditional Zulu leather skin worn by a married woman and “imiyeko” is a beaded 
hairstyle worn by traditional healers. This attire depicts MaMpungose as a traditionalist 
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and diviner. In the above narration by the author, Misumuzi is depicted as a person 
who has pride and undermines those who are illiterate, even his parents: “Aze afunde 
kwezakhe uMaMpungose ukuthi indodana yakhe ibona ngathi iyaphoxeka uma unina 
efika eyilokhu ayikho.” (MaMpungose finally realised that her son feels embarrassed 
when his mother arrives in this manner) (Ntuli, 1978: 53). The idiom “…afunde 
kwezakhe” (…she finally realised) reveals that nobody explains to MaMpungose what 
is meant by her son’s actions, which depicts that Misumuzi rejects his mother and 
undermines his traditions due to education. He dissociates himself from those who 
believe in traditions as he feels ashamed when he sees his mother in traditional attire. 
This implies how the western education eradicates the African culture and instil 
western culture. As a result, those who are educated undermine those who are 
illiterate. 
4.3.2. In folktales  
In folktales actions are very crucial as they relate characters to the audience, where 
the character is found doing what the reader is capable of. These actions are identified 
by the narrator who recounts them to the audience. However, some of them do not 
need to be narrated as characters can appear engaging in actions which demonstrate 
them. In this genre, all species do engage in action that reveals personality. Rimmon-
Kenan (2003: 61) elaborates: “All kinds of action can be endowed with a symbolic 
dimension.”  This means that the character’s action symbolises certain traits about the 
character. Families also exist in folktales but sometimes they don’t function as a family, 
they function as individuals with contradicting morals and values. For instance, in 
folktales, one can find a character eating a family or community member, as it happens 
in the tale titled ‘UZembeni noma UZwanide’:  
Uzembeni kwakuwumfazi omkhulu. Wadla abantu kulelo lizwe lapho 
ayekhona wabaqeda, kuthe ukuba baphele abantu wabamba enye 
intombi yakhe wayiluma isihlathi sanganxanye wasipheka wasidla.  
(Zembeni was a fat woman. She ate and finished all the people in her 
land, when they were finished, she caught one of her daughters and bit 
her chick. She cooked and ate her.)  
(Canonici, 1995: 75) 
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This caption justifies that folktale characters are the opposite of the audience’s 
experience. Hence they have no division of characters, where one can find carnivores, 
omnivores and herbivores. Actions of folktale characters are unbelievable and 
anything is possible with characters there. Sometimes, they cook before they eat meat 
and suddenly eat it without cooking it. All animals are capable of doing anything. 
In the folktale titled ‘Unogwaja Nebhubesi’, the hare is attracted by the smell of a 
cooked meat but afraid to ask for some from the lion. It comes with a plan of getting 
the meat. It approaches the lion, offering to lend a helping hand. The lion easily agrees 
(Canonici, 1995: 16). This action depicts the hare as a greedy trickster character, while 
the lion is revealed as the easily deceived one as it is easily convinced by the hare.  
Unogwaja wakhetha izintambo eziqinileyo, wabopha ngazo umsila 
webhubesi, wawubopha wawuqinisa. 
(The hare chose some strong ropes, he tied the lion’s tail to the central 
pole of the house. He tied it very firmly.)  
(Canonici, 1995: 16)  
This reveals the hare as a cunning character who always makes sure of what he does.   
In the folktale titled ‘Yazilaya Imbila’ there are these words: 
Zonke izilwane zazingenayo imisila. Umdali wazibuka izilwane wabona 
ukuthi azibukeki kahle. Wayesenza imisila eminingi. Wathi zonke 
izilwane kuhle zizolanda imisila yazo. 
(All animals had no tails. The creator looked at the animals and noticed 
that they don’t look good. He made many tales. He said all animals must 
come and collect their tails.) 
(Canonici, 1995: 3)   
In the caption above, the creator is characterised as the powerful and caring being 
who takes care of all animals. The rock-rabbit does not go to collect its tail. It tells other 
animals to bring one for it. This reveals the rock-rabbit as a lazy animal that relies on 
others to get what it wants. It is noticed that it tries to trick other animals, telling them 
that her child is not well, therefore, they must bring a tail for her. However, she is not 
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considered as a trickster. Serekoane (1996: 6) elaborates: “It seems as if tricksters 
are characters with an irresistible tendency to trick. Whenever a trickster desires 
something, he uses trickery to achieve his aims, irrespective of the outcome.” 
However, in this case, the rock rabbit does not achieve her aim and there is no victim 
who suffers from her trick. Instead, it becomes the victim of its own doing, as it ends 
up not having a tail while all the other animals have. 
In most folktales, the narrator explicitly introduces the personality of characters. 
However, the implicit method of characterisation helps to validate what is explicitly 
stated about the character. For instance, in the tale titled ‘UMaqinase’ the narrator 
introduces the tale:  
Kwakukhona ingulube eyayinabantwana abahlanu. Omunye umntwana 
wayethanda kakhulu ukuzula. Futhi lomtwana wayeqine kabi. Wayefuze 
igama lakhe elalinguMaqinase. 
(There was a pig with five piglets. One of the piglets liked wondering on his 
own. It was very big-headed. His name Maqinase (Willy-one) suited him 
well.) 
(Canonici, 1995: 6) 
This caption introduces the personality and behaviour of Maqinase. The introduced 
character is expected to act as such. In this tale, Maqinase reveals his willy behaviour 
through his action. When he leaves his mother and siblings: 
Uthe engasithela ekhaya uMaqinase washayela phezulu esehamba 
sengathi uyaqhenya. Wahamba sengathi uyabukisa. 
(When he disappeared from home, Maqinase started walking faster as the 
one with pride. He walked as if all eyes were on him.)  
 (Ntuli, 1995: 6) 
In this scene, Maqinase’s action validates the authors’ description. Maqinase’s name 
describes his personality traits as the willy one and, in the story, he appears behaving 
as such to validate this description. Due to this technique of characterisation, folktale 
authors end up using similar names for their characters in order to avoid the process 
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of convincing the audience to perceive the character as real. Pauw (1997: 197) 
comments:  
Basically the same qualities are stated in direct description, with this 
important difference that the bare characteristics are transformed to 
living qualities by indirect means, that a wider perspective is made 
possible by the illumination of a greater variety of aspects of each 
characteristic, and that these formal characteristics are qualified by the 
various situations by which they are revealed. 
This is a norm in folktales. For instance, in ‘Unogwaja Neselesele’, the author 
introduces the tale with: “Kwakukhona unogwaja owayehlakaniphe kakhulu” (There 
was a very clever hare) (Canonici, 1995: 20). This is explicit characterisation. Pauw 
(1997: 197) elaborates:  
In this way indirect portrayal fulfils an indispensable function in 
characterization regarded as a whole. Whereas most qualities are 
sooner or later stated by one of the direct methods, the static portrait is 
brought to life, qualified and put into perspective by means of indirect 
methods. 
In the tale titled ‘Unogwaja Neselesele’ the implicit method validates this narration 
through action when the hare is found using his cunningness to trick the frog:  
Unogwaja wawubona wawuhalela umtshingo weselesele. Wathi 
uyawuboleka lanqaba iselesele ukumninka. Unogwaja wabuya ngemuva 
kwesikhathi wathola isele lilele. Wanyonyoba wathatha umtshingo 
weselesele. Wase elivalela ngobumba. Lathi uma liphaphama isele 
lahluleka ukuphuma loma laze lafa.  
(The rabbit saw and got attracted by the frog’s flute. When he borrowed it, 
the frog refused to hand it over. The hare arrived later and found the frog 
sleeping. He softly took the frog’s flute and covered it (frog) with clay. When 
the frog woke up, it was blocked by clay and dried to death.) 
(Canonici, 1995: 20) 
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This act depicts the hare as the clever animal hence it manages to take the frog’s flute 
and kill the frog so that no one will bother him about the flute. The hare is not only a 
trickster but he is also revealed as a greedy, jealous and selfish character, as defined 
by Serekoane (1996: 6) in his remarks: “The trickster also uses his cunningness and 
power of observation to execute tricks. Trickster characters are greedy, wanting only 
to benefit themselves, normally using deception.”  In elaboration, the hare does not 
care how the frog feels because of his deeds, he does whatever he can to benefit 
himself. The death of the frog further testifies to the cunningness of the hare.  
Based on the above discussion of characters’ personality revealed through action, it 
is clearly revealed that personality in folktales plays around the purpose of a particular 
folktale. If the purpose of the tale is to entertain, there will be a character who is a 
trickster who is included with the aim of entertaining the audience with his tricks. If the 
purpose is to teach respect, there will be a respectful character versus a disrespecting 
one. These compete with their personalities and face the consequences of their 
behavior at the end. In addition, folktale characters compete with their personalities, 
where there are rude characters versus kind ones, cunning versus stupid and 
caring/concerned versus negligent/unconcerned. In the tale titled ‘Sibambe Elentulo’, 
the incident that takes place portrays character’s personality in a comparative way:  
UMdali wathuma unwabu ukuba lutshele abantu ukuthi bangafi. Nebala 
lwaphenduka unwabu. Wathuthumela umlenze waqonda phambili. 
Lathatha omunye futhi, wathuthumela nawo waqonda phambili. 
Endleleni labona ubukhwebezane lajika layodla bona. UMdali wathuma 
intulo ukuba iyotshela abantu ukuthi bafe. Yasuka intulo ngejubane 
yafika kuqala kunonwabu. 
(The Creater sent the chameleon to tell people not to die. Indeed, the 
chameleon turned. Its leg shook and went forward. It took the other one, 
it too shook as it put it forward. On the way it saw the wild berries and 
turned to eat them. The Creator sent the lizard to tell people that they 
must die. The lizard took off with full speed and arrived before the 
chameleon arrived.) 
 (Canonici, 1995: 4)  
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This caption depicts the chameleon as a very slow animal, which also takes things 
lightly as it delays itself by eating the wild berries. The lizard is revealed as a very fast 
and active animal which does not take things so lightly, as it takes off with full speed, 
unlike the chameleon. In this tale, the author uses comparison to reveal his characters 
as the lizard is compared to the chameleon to depict their traits of taking things for 
granted and seriously respectively.  
“Some characters in folktales are characterized as anti-social, amoral and lawless” 
(Serekoane, 1996: 6). In the tale titled ‘Impunzi Nochakide’, the mangoose offers to 
help the mother buck who has three small kids. This offer reveals the mangoose as a 
caring animal. Paradoxically, the mangoose turns to be harmful to the kids when it 
cooks and eats them up, together with their mother, one by one. The latter incident 
depicts the hare as a lawless and anti-social animal.  
Serekoane (Op cit.) comments: “It seems that ambiguity is a fundamental feature of 
trisckster characters permeating and characterizing all their activities. It permits more 
than one interpretation”. In the tale title ‘Unogwaja Nebhubesi’, the lion is a harmful 
animal but it appears harmless to the hare and welcomes its assistance: 
Wajabula unogwaja uma ezwa ukuthi ibhubesi liyamvumela ukuba 
alisize. Ibhubesi laliphezu kwendlu yalo liyifulela, unogwaja emi 
ngaphansi elinikeza utshani. 
(The hare was so happy to hear that the lion welcomed it to assist it. The 
lion was on the roof thatching its house and the hare was below it 
passing the grass.) 
 (Canonici 1995: 16) 
It is normally impossible to find the hare helping the lion, as the latter is an enemy of 
the hare, but that happens in the caption above. The personalities of the two 
characters permit more than one interpretation. One who does not know these 
characters in reality might find them appearing as friendly characters while one who 
knows them might realise that one of them is up to something.  
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4.4. Actions that reveal physical appearance  
Actions can also reveal the physical appearance of characters. In most cases, there 
are some action verbs that characterise the physical appearance of characters. For 
instance, words such as: ‘crawl, walk, fly and catch’ are associated with certain body 
parts which come to the reader’s mind when he comes across them. This means that 
the abilities of characters are in line with their physical appearance, what is done by 
characters also reveals how they look like. If a character is able to dig, that means he 
has hands; if he can walk, he has feet, yet he can crawl without feet.  
Mtumane (1995: 51) states: “Characters in a novel may thus be expected to be 
endowed with the qualities of living persons.” This means that if the reader cannot 
imagine or have a mental picture of a character’s physical appearance, that particular 
character lacks in qualities of a living person and he might not be identified as such.  
Oscar (2008: 88) maintains: “When an author writes a narrative, he thinks of the type 
of portrait he intends to paint in the work. The characters therein, will therefore have a 
chosen and specific physical outlook, a moral standpoint and an emotional 
disposition.” Character actions play a major role in introducing the character to the 
reader. Actions put the reader in a position to imagine the character’s physical 
appearance.  In other words, the reader considers the character’s action in judging his 
outlook. Ndebele (2007: 27) elaborates: “Characters are defined in relation to the 
events. They are seen on the basis of functions and actions they perform.” This means 
that, without action there might be no imagination of the physical appearance of 
characters. 
The subsequent subsections discuss the depiction of character’s physical appearance 
through action in short stories and folktales.   
4.4.1. In short stories 
In this genre, the abilities of characters determine how they look like hence their 
capabilities are in line with their physical appearance. For instance, in the short story 
titled ‘Uthingo Lwenkosazana’, there is a character named Mpiyakhe who is bitten by 
a snake, which is revealed as: “Tibi! Ngofo! Yinyoka! Agxume agalekeqeke 
uMpiyakhe, umkhonto uwele lapha” (A feeling of stepping a snake! The sound of a 
snakebite! It is a snake! Mpiyakhe jumps up, the spear falls away) (Ntuli, 1978: 1). This 
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caption reveals that Mpiyakhe is walking on bare feet, hence he can feel when 
stepping on a snake and he also has a spear in his hand. The spear is a normal 
weapon for Africans, the Zulu nation in particular. It was normally used anciently during 
the reigns of famous Zulu leaders such as King Shaka. Therefore, the spear and 
walking on bare feet are associated with traditional dress. This scene depicts 
Mpiyakhe wearing traditionally. 
Actions reveal the weaknesses of a character, as it happens in the short story titled 
‘Uthingo Lwenkosazana’, when Mpiyakhe’s father is trying to help Mpiyakhe. He is 
seen walking towards him: “Antengezele uDunguzela aye kuMpiyakhe. Nakho ke 
esemfica ebitoza nokucinana sekuthe bhe” (Dunguzela weakly goes to Mpiyakhe. He 
finds him struggling to breathe with a too stuffy nose) (Ntuli, 1978: 5). Due to the stuffy 
nose, Mpiyakhe uses his mouth to breathe. This reveals that he currently has his 
mouth widely open and his chest can be seen moving when he breathes.  The two 
characters, Mpiyakhe and his father (Dunguzela), are depicted as physically weak 
persons who cannot do anything as they please. The author uses the concept 
‘antengezele’ (he has no balance) to characterise Dunguzela. He (Dunguzela) 
appears weak and sick as he cannot walk properly. 
In the short story titled ‘Umenziwa Akakhohlwa’, the author uses herbs as a trigger 
that characterises the herbalist (Mbheduka): “nokho kwedlula isikhashana wangena. 
Uphethe isishuqulwana asigodle ekhwapheni” (A few minutes later, he arrives. He has 
something folded under his armpit) (Ntuli, 1978: 77). This caption reveals the herbalist 
(Mbheduka) as one who always appears with herbs in his hand. In this scene, 
Mbheduka appears not being able to freely move one of his arms as he has something 
under his armpit.  
Short stories also use figures of speech to implicitly reveal the physical appearance of 
characters, as it happens in the short story titled ‘Umenziwa Akakhohlwa’, when Mfeka 
and his wife enter Mbheduka’s house: “Bamfica umatasatasa uMbheduka.  Uma bethi 
bayambheka. Amehlo akhe ngawemamba.” (They find Mbheduka busy. When they 
look at him. His eyes are those of a mamba) (Ntuli, 1978: 84). This caption is a 
metaphor depicting the anger and danger discovered by the couple in Mbheduka’s 
face. This metaphor reveals that no one can tolerate Mbheduka’s eyes, as they are 
sharp like those of a mamba. 
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It is generally accepted that the primary requirement of a short story writer is economy 
of language (Mabuza, 2000: 12). It is a norm in short stories to use figures of speech 
in characterisation. Mabuza conceptualises that technique as style and he defines 
style as the various elements of language (Ibid.). In the short story titled ‘Ebusika’, this 
technique is employed with regard to the character named Simanga. He first appears 
having been released from prison. It seems he can’t wait to meet his mother as he 
ends up saying: “Hhawu ngomama” (Wow about my mother) (Ntuli 1978: 44). This 
reveals his happiness as he thinks how his mother will feel when she sees him: 
“Sengathi umuntu angavele andize” (I wish one could fly) (Op cit.). This expression 
reveals how curious Simanga is to reach his mother. It depicts the way he walks on 
his way home as he proudly walks with his arms widely open like a flying bird. When 
he is about to reach home, he takes a short cut and throws his eyes: “Hhawu inxiwa… 
Khimilili” (Wow it is an empty site… He becomes shocked) (Op cit.). The idiophone 
‘khimilili’ reveals that his body parts, such as arms that were widely open reflecting 
happiness, are now returned to their position. The empty site washes away all joy and 
hope that Simanga had. This is the point where his life starts to change.  
Simanga arrives at the graveyard, his uncle meets him there and tells him that his 
mother passed away. “Zithi wohlo izinyembezi kuSimanga.” (Tears fall heavily from 
Simanga) (Ntuli, 1978: 46). The author uses the metaphor by comparing Simanga’s 
appearance to the trees of the autumn season in order to create an image of 
Simanga’s appearance. He uses the ideophone ‘wohlo’, which refers to the sound 
made by the leaves when they fall or when someone steps on them. The falling tears 
are like the falling leaves from trees during the autumn season. This reveals Simanga 
as a different person, who is no longer healthy and energetic. When he is sitting with 
others, he appears crying: “Zithi pho pho pho izinyembezi” (Tears come out nonstop) 
(Ntuli, 1978: 47). This happens like leaves at the end of the autumn season when they 
fall nonstop. It depicts him as one with a body that keeps on losing energy. At night: 
“avuke, anyonyobe, aphume” (he wakes up and softly goes out) (Ntuli, 1978: 49). In 
this caption, Simanga appears uncomfortable and no longer enjoying the freedom 
outside prison. “Uma umbheka ungathi umuntu osekade ahlabeka” (When one looks 
at him he looks like one who has been suffering for a long time) (Op cit.). This depicts 
Simanga with a weak body that cannot do much. 
The author can reveal character’s physical appearance through his or her narration of 
actions. For instance, in the short story titled ‘Iziqongo Zezintaba’, the character 
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named MaMpungose plans a surprise visit to his son at college and the author 
manifests her physical appearance as follows: “Wayicwala kahle imiyeko yakhe, wathi 
ukuziphulula izinyongo zakhe ukuze abukeke kahle” (She prepared her beaded 
dreadlocks, and massaged her gall bladder so that it looks nicely) (Ntuli, 1978: 53). 
This reveals that MaMpungose is a traditional healer hence he wears like one. “One 
characteristic element of the dress code of many Sangomas is the wearing of a goat’s 
gallbladder that is tied into the hair at the back of the head.” (Eshowe.com, 2019: 1).  
The author does not describe the physical appearance of MaMpungose but shows the 
character doing something triggering the appearance of a traditional healer. The 
reader discovers the physical appearance of the character by putting together what 
the author, including what it means in relation to the reader’s experience, shows. In 
illustration, one who never encountered a traditional healer before might find 
MaMpungose’s action meaningless and strange. 
4.4.2. In folktales 
The implicit method of characterisation is not often used in folktales. Kheswa, Ntuli, 
Qwabe and Vilakazi (2015: xv) clarify that when they say: 
…ubumnandi besifundo sezinganekwane silele ekutheni umfundi 
asemukele ngokuzibeka ezingeni lengane encane ngokomqondo. 
Siyomehlula simkhiphe inkani uma ezosibheka ngeso lokuthi yena 
usemdala.  
(…the pleasantness of folktale reading lies on the reader to perceive it 
with a child’s mentality. He will never understand it if he interprets it with 
the attitude of an elderly person.) 
This caption sheds light that folktales are created mainly for the young ones. This 
reduces the utilisation of the implicit method of character portrayal in this genre. 
However, even an adult can learn from folktales.  
Folktales are in the form of allegory. Bulman (2007: 11) defines an allegory as fictional 
work which tries to express some truth by using symbolic characters, actions and 
objects. Moreover, folktales have fantastic characters where animals act like human 
beings. To illustrate, in the folktale titled ‘Impunzi Nochakide’, the author narrates:  
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Impunzi yazala abantwana abathathu, yabafunela umzanyana 
wokubagcina ngoba kwakwethwese ihlobo, ilima.  
(The buck gave birth to three kids. It searched for someone to look after 
them because it was spring and she was busy ploughing.)  
(Canonici, 1995: 14) 
 In this folktale, the buck is an animal, however, she is able to plough while it is only 
human beings who are normally capable of doing so. This action portrays the buck as 
the animal who prioritises time, it is fond of its kids and does take care of them, which 
is the reason why it orders someone to look after them. She is also ploughing so that 
they shall have something to eat as they grow up. In essence, the buck is portrayed 
as having hands. 
The actions of folktale characters are fantastic; they reveal them with unusual physical 
appearance. In the folktale entitled ‘Impunzi Nochakide’ there is a character named 
‘Chakijana’ (Little Mongoose). Since Chakijana is a small animal, the reader might 
expect it to act as such but, in the tale, Chakijana is depicted as a human-like 
character, who is bigger than a normal mongoose. It is presented with two legs instead 
of four (Canonici, 1995: 18). Chakijana is working as a nanny looking after the kids of 
the mother buck.  
Ngosuku olulandelayo, inyamazane yavuka futhi yaya emasimini 
yayolima. UChakijana yena wahamba wayozingela futhi. Wabamba 
isilwane esincane wasipheka. 
(On the next day the mother buck got up and went out to the fields to 
plough again.  Chakijana went out to hunt once more, he got a small 
animal and cooked it.) 
In the first underlined word, the buck is revealed capable of ploughing, which reveals 
it as one who has hands that she uses to plough. The second word depicts the 
Mongoose as a human-like character, who is able to cook. In folktales, nobody can 
hear the author or narrator telling the audience that a certain animal, who is the 
character, is not the normal animal, and that he is a human-like animal. Instead, the 
author uses actions to enhance the physical appearance of the character. The exact 
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appearance is found from the character’s abilities which are similar to those of a 
human being.  
Although folktale characters are unbelievable, their actions do characterise their 
physical appearance. Folktale narrators also use an anecdote in their folktales. An 
anecdote is a brief account of a single incident, event, character or animal used to 
portray a character’s personality and physical appearance (Bulman, 2007: 16). 
Although suspense dominates in folktales, that does not affect the use of anecdotes 
as folktales have a few characters developing in a conventional plot. To illustrate, 
action that takes place in a folktale is, most of the times, associated with the main 
character. Unlike in short stories, where characters do engage in actions which the 
main character may not be associated with. 
Rimmon-Kenan (2003: 61) comments: “A presentation is indirect when rather than 
mentioning a trait, it displays and exemplifies it in various ways.” One can find this 
used in the tale titled ‘Sibambe Elentulo’, where the physical appearance of the lizard 
and chameleon is revealed. The creator sent the lizard to tell people to die because 
the chameleon did not return with the response from the people: “Intulo yathathela 
ngazo zozine izinyawo, itshikizisa umsila igijima” (The lizard set off in all four feet, 
shaking its tail and running) (Canonici, 1995: 4). This accounts that the lizard has four 
legs and a tail. On the other hand, the chameleon’s eyes are situated on the sides of 
its head, as a result it is able to look backwards without turning the head. This is 
evident here when the chameleon sets off to deliver the message: “Amehlo alo abheka 
emuva abheka phambili” (Its eyes looked backwards and forward) (Canonici, 1995: 
4). 
4.5. Comparison of actions between short stories and 
 folktales 
This section examines the similarities and differences, with regard to the use of action 
to reveal characters, between the two genres of short stories and folktales. It is found 
that, while implicit character portrayal dominates in short stories, characterising the 
physical appearance of characters using action is found in the folktale genre as well. 
Actions appear in both genres of short stories and folktales. Yet, they are used 
differently in these genres. In folktales, all species can engage in action while in short 
stories, it is only human beings that are mainly involved in action. In folktales, there is 
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no division of characters, where one finds animals behaving like animals and humans 
behaving like humans. Folktale characters are capable of doing anything. Animals may 
behave like human beings as well and human beings behave like animals. They use 
powers and tricks to pass through any barrier, which does not often happen in short 
stories, hence characters in latter genre are more relevant to the reader’s experiences.  
Characters, in both genres, do appear through actions and their actions are connected 
to their thoughts. Characters in short stories have habitual actions that exist only in a 
particular short story while in folktales, characters have habitual actions that exist 
across many folktales, unlike in short stories. For instance, Chakijana appears in most 
folktales with a single trait, which is to trick other characters. It is a norm in different 
folktales to use the same character with similar traits while that does not occur in short 
stories. Short stories use the implicit language, which includes figures of speech, to 
characterise the physical appearance of characters while folktales prefer explicit 
language.  
4.5.1. Personality traits  
The personalities of characters do change with circumstances in both folktales and 
short stories. Both genres teach about humanity. The utilisation of actions, with the 
aim of characterising the personalities of characters, is found in both genres. Round 
and flat characters appear in both genres. However, in short stories round characters 
dominate while flat characters dominate in folktales. Triggers, which are the concepts 
that are associated with certain personalities, are used in both genres to reveal a 
character’s personality. 
Short story characters are more relevant to the reader’s experiences compared to 
folktale characters. Folktale characters lack relevance to real life, they behave as 
individuals and are often lawless and amoral, compared to short story characters, who 
are bound by laws, morals and values. Folktale characters are unbelievable and have 
magic powers while those in short stories are believable human beings. All species in 
folktales do engage in actions, there is no allocation of capabilities while in short 
stories, only human characters mainly engage in action and human beings are more 
capable than animals. Animals in folktales are also capable of performing activities 
that are normally done by human beings.  
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In short stories, character actions are governed by culture and beliefs which influence 
their personality while, in folktales, there are no clear beliefs of characters. In most 
cases, young ones in short stories appear demonstrating respect to elder ones while 
in folktales, characters often do not appear demonstrating respect and often face the 
consequences of disrespect. Characters in short stories have family issues while in 
folktales that is not the norm. In folktales, there is often battle between small and big 
ones. Small characters use their intelligence to get what they want while big characters 
use their physical strength to get what they want. In short stories, characters do what 
the audience is familiar with. 
4.5.2. Physical appearance  
Characters in short stories have an age profile range, from baby to granny, while that 
is blurred in folktales. Short stories use metaphor and qualitative nouns to reveal 
physical appearance while folktales prefer explicit characterisation and implicit 
characterisation is used to validate explicit characterisation. In elaboration, the 
narrator explicitly introduces the character and the acts of the character align with the 
description of the narrator. 
Characters in short stories appear interested in fashion while fashion seldom appears 
in folktales. Characters in folktales are very flexible, they physically change in any 
situation. Animals are not limited while doing activities, they even behave with body 
parts that normally belong to human beings while in short stories, they don’t adopt 
human abilities. 
4.6. Conclusion  
This chapter has examined how actions are employed in short stories and folktales, 
with the aim of depicting the characters’ personality traits and physical appearance. 
The concept of actions was defined, followed by actions to reveal personality traits, 
where actions in both genres were evaluated respectively. Actions that reveal physical 
appearance came later, before the comparison of actions between short stories and 
folktales. 
It is observed that characters in both genres do engage in action. Actions of folktale 
characters are unbelievable. Animal characters are found performing activities such 
as ploughing, talking and cooking, which should be done by human beings only. In 
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short stories, human characters perform activities that pertain to human beings. They 
are not found playing the role of animals or non-living objects. The physical 
appearance of characters in folktales is mostly determined by what they are doing. 
Some characters are animals but perform duties that need hands, which reveals them 
as human-like characters.  
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CHAPTER FIVE 
GENERAL CONCLUSION 
5.1. Summary of the study  
Chapter one has discussed the aims of the study, the research methodology and 
outlined the scope of the study. The literature review was outlined and the key 
concepts were also defined.  
Chapter two has discussed the theoretical framework that underpins this study. It 
briefed the background of literary theory, followed by the concept of stylistics where 
the theory was defined. It provided a detailed discussion of literary stylistics as a theory 
which the study is based on. The historical background of stylistics was covered before 
its assumptions were discussed. The connection between stylistics and fiction was 
discussed before the chapter was concluded.   
Chapter three has examined the use of dialogue in short stories and folktales, with the 
aim of depicting personality traits and physical appearance. The concept of dialogue 
was defined, followed by the importance of this device in revealing the personality 
traits of characters, where the discussion is grounded on both genres. Dialogue to 
reveal the physical appearance of characters came later, before the comparison of 
dialogue between short stories and folktales was made.  
Chapter four has examined how actions are employed in short stories and folktales 
with the aim of depicting personality traits and physical appearance of characters. The 
concept of actions was defined, followed by actions that reveal personality traits, 
where actions, in both genres, were evaluated respectively. Actions that reveal 
physical appearance came later, before the comparison of actions between short 
stories and folktales. 
5.2. Findings  
It has been discovered that there are no studies comparing characterisation between 
short stories and folktales yet. In fact, no study has been conducted on this topic. 
Studies that are available have compared folktales with the novel. It is observed that 
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the bold difference between folktales and short stories is on setting and 
characterisation. However, there is a lot that can be discussed about the employment 
of stylistics in both folktales and shot stories. Stylistics in folktales is contemplated in 
a similar way as if the tales were composed by one person. The first paragraph of 
folktales often describes the main character. Once the description is outlined, the 
character is expected to validate that description by acting in alignment with it. It is 
observed that, this style of characterisation influences the reader when he judges 
characters. He cannot judge characters using his own experiences but he has to link 
the character to what is mentioned in the author’s (narrator/performer) description.  
Short stories are different from folktales. In short stories, there are a few instances 
where the reader is directly told about the personality and the appearance of 
characters. The author’s experience plays a massive role when it comes to 
characterisation, as a result, characters in this genre often reflect what is familiar with 
the author. It is the style of folktales to repeat same characters with same qualities in 
different tales while that is unusual in short stories.  
It is observed that Ntuli’s style of characterisation in short stories allows the reader to 
freely judge characters using his own experiences while Canonici’s style in folktales, 
does not allow it. However, characters can be judged without isolating them from the 
world (environment) created by the author/story teller.  
The language used in folktale is mostly in the past tense. Even the introduction of a 
direct speech is in past tense. The performer does try to bring the story closer to the 
reader by using the present tense but that does not change the fact that the folktale 
took place a long time ago. The language used in short stories depends on how the 
story teller wants to use it. All tenses can be found in short stories. In fact, different 
tenses can be found in a single story.  
Dialogue plays a massive role in revealing the true colours of a character.  As a result, 
the character’s personality cannot be judged without considering the character’s 
comments or what he/she says. It is observed that while both genres use dialogue to 
portray characters, folktales use this device very minimally. In folktales, dialogue often 
focuses on the theme of the tale and not on portraying the character while in short 
stories, characters express themselves through dialogue. The dialogue that is found 
in folktales either involves the main character or it is about the main character. In short 
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stories, even the story-teller can be a character, where the character who is also a 
narrator, narrates the story in the first person.  
Characters, in both genres, do engage in action. Actions of folktale characters are 
unbelievable. Animal characters are found performing activities such as ploughing, 
talking and cooking, things that can be done by human beings only. That cannot be 
found happening in short stories. The physical appearance of characters in folktales 
is mostly determined by what they are doing. Some characters are animals but perform 
activities that need hands, which reveals them as human-like characters.  
Characters play a massive role in validating what is meant by the setting. Folktales do 
not focus on characterisation, as a result they repeat characters while each and every 
short story comes with new different characters. Both genres have fictional characters 
however characters in folktales are unbelievable. It is a style in folktales to include 
songs sung by characters while in short stories the story-teller does not normally 
include songs but he just narrates the act of singing without including a song. 
Suspense is mostly avoided in folktales, which leads to limited exploration of a 
character’s life, unlike in short stories where characters are offered an opportunity to 
express themselves. Both genres have a limited number of characters. However, most 
characters in folktales are named with common nouns such as hare, lion, 
grandmother, or boy, while in short stories they are named with family names, first 
names and praises. They are also grouped into clans or tribes. In folktales, only two 
or so characters who are fully engaged in a tale and the others become spectators, 
unlike in short stories, where everyone has a role to play in the story. 
Characterising personality in short stories is influenced by the author’s experience 
while in folktales, the narrator’s experiences have no alteration in characterisation. In 
elaboration, the author himself is not familiar with the setting endowed in some 
folktales. Folktale characters do not change with time, they all appear existing a long 
time ago while short story characters do change with time and reveal the change in 
social circumstances. This is based on the folktales covered in Canonici’s collection 
and short stories found in Ntuli’s collection. 
Folktale’s characters have unequal capabilities, as the small (animal) characters 
appear more intelligent than the big ones. Consequently, bigger animals rely on their 
physical strength to get what they want while small animals rely on their intelligence. 
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In short stories, human beings are above all living things. Some part of the character’s 
life in folktales are omitted. For instance, some characters appear only at night and 
their life during the day is omitted, unlike in short stories, where characters are fully 
expressed, including their life during the day and their life during the night. The physical 
appearance of folktale characters is blurred hence animals are found with qualities of 
human beings, which clashes with the reader’s experience hence it opposes what the 
reader knows. Some characters are stripped off their respect, due to their negative or 
unacceptable deeds in short stories while that does not happen in folktales. Animal 
characters with human characteristics are dominating the genre of folktales while 
those characters are nowhere to be found in short stories.  
The implicit method of character portrayal is applicable in both folktales and short 
stories. The explicit method dominates in folktales while the implicit method dominates 
in short stories. In short stories, the author applies a lot of effort to convince the reader 
about the existence of characters. However, in folktales that is not necessarily 
emphasised hence the author settles the historical setting in the remote past tense 
and that shifts the focus of the reader from characters to the setting. As a result, the 
reader does not bother himself about the relevance of the characters included in a 
tale.  
Short story characters have a background life while folktales characters focus on the 
present life, their background life is omitted or vaguely expressed. The implicit 
character portrayal, in folktales, is found in the performer’s narration while in short 
stories, that is found in character’s activities. In folktales, the author focuses on the 
character’s inner life when describing a character and neglects the physical 
appearance of the character, as a result the physical appearance of folktale characters 
contradicts with the reader’s experience. Short story writers fully depict both the inner 
and outer lives of a character in a short story.  
Stereotypes in characterisation, are found in both genres, however, they are 
contemplated in different ways. In folktales, small animals appear intelligent than 
bigger ones. They always use their intelligence to get through big characters. In short 
stories, stereotypes are gender based, where the author’s culture and social group 
affect the gender roles in a short story. In folktales, the first paragraph always 
describes the main character while in short stories the main character is indirectly 
introduced without description at the beginning of the story. 
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In short stories, the author himself can be a character while that is impossible in 
folktales. As it is alluded earlier, characterisation, in short stories, is influenced by the 
author’s experience while, in folktales, the author’s experiences have no alteration in 
characterisation. Folktale characters do not change with time, they all appear existing 
a long time ago while short story characters do change with time and reveal the change 
in social circumstances. Characters in short stories are relevant to the reader’s 
experience compared to folktale characters. Short story characters have both the 
spiritual and religious beliefs while tales dominates the spiritual ancestral religion.  
Folktale characters speak only one language while characters in short stories may be 
multilingual. They may use words or names which are sourced from other languages. 
Characters in short stories do change with time depending on the historical setting of 
the story. In illustration, the physical appearance of characters from the short stories 
with a historical setting that took place some time ago such as ‘Uthingo 
Lwenkosazana’ is different from the one that has a historical setting that took place 
recently such as ‘Iphasika’. However, folktale characters do not change with historical 
setting. 
Young characters, in short stories, appear demonstrating respect to elder ones, while, 
in folktales, characters do not appear demonstrating respect as they appear facing the 
consequences of disrespect. Characters in short stories have a habitual action that 
exists only in that particular short story while folktale characters have habitual actions 
that exist across most folktales. For instance, Chakijana appears in most folktales with 
a single trait which is to trick other characters. 
5.3. Recommendations 
Folktales and short stories are genres of fiction. There are many devices that 
conceptualise fiction. This comparative study has covered only the implicit method of 
characterisation and excluded the explicit method of characterisation. Further 
research needs to be done on other aspects of these genres. For instance, studies 
that compare setting, exposition, plot, theme, style and so forth, could still be 
conducted.  
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